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& Preface —- 


} The following study is divided into ten chapters. The first six chapters deal with 
Srila Rüpa Gosvami’s theory of bhakti-rasa, based on his magnum opus, the Bhakti- 
rasämrta-sindhu. As the influence of previous thinkers in the direction of accepting 
bhakti as a rasa is not so evident in the Bhakti-rasämrta-sindhu, this part of the thesis 
has been amplified with an account of the prominent works on poetic and aesthetic 
theory related to the topic of bhakti-rasa. Also, since Ripa Gosvami does not 
concern himself with the opposing views about the rasa-hood of bhakti, a short 
account from the Priti Sandarbha is added, the acclaimed work of Ripa Gosvami's 
nephew and student, Srila Jiva Gosvami. He refutes the traditional doubts about 
bhakti-rasa, mostly those influenced by the line of thought of the Kashmiri 
philosopher Abhinavagupta. 

Another text included in the account is the Bhagavad-bhakti-rasáyana of 
Madhusúdana Sarasvati, which, like Ripa Gosvami's two works, is closer to a 
thelogical treatise than a classical work on aesthetic theory. It sheds light on how the 
bhakti theologians endeavored to put into words their intuitions on the phenomenon 
of bhakti and its experience compared to the concept of rasa of the classical aesthetic 
theory. Another writer who touches on bhakti in his poetic / aesthetic treatise is 
Panditaraja Jagannatha. His points are interesting because they ultimately deny the 
status of rasa to the feeling of bhakti towards God. He thus represents the pürvapaksa 
of the orthodox community of poetic theorists who desisted the attempt of the 
Vaisnavas to make place for bhakti-rasa within the classical poetic theory. Another 
author from the Gaudiya community, sharing the beliefs of Sri Caitanya 
Mahäprabhu and Ripa Gosvami, was Kavi Karnapüra. His poetic treatise, the 
Alankara-kaustubha, is interesting for its own treatment of rasa, and shows how the 
members of the Caitanyaite line were innovative in their approaches to the concept. 

The last four chapters of the thesis expand the notion of bhakti-rasa to the field of 
classical Sanskrit drama. The thesis tries to make a sober entrance into Srila Ripa 
Gosvàmi's highest and most appraised literary accomplishments, and attempts to 
approximate his own purpose behind them. The works consulted are his Nataka- 
candrika, a short compendium for writers of natakas with Vaisnavite themes, and the 
three dramatic works he compiled. 

In dealing with diverse interpretations of the phenomenon of bhakti, I openly 
admit that my views are firmly rooted in the teachings of Gaudiya Vaisnavism. In 
any kind of representation, justice to bhakti can only be done through personal 
experiences born of commitment, and serious writing about it cannot be attempted 
from the coldly secular outside, no matter how academically correct that may seem 
to some. Í have made sure to fairly present the purvapaksas against the rasa-hood of 
bhakti, but I cannot claim to be neutral about the issue, as will be evident in the text. 











& Overview of Literature ~ 


In the present thesis, I have taken advantage of a few separate fields of literature. 
First and foremost are the writings of Srila Rüpa Gosvämi himself, their editions and 
translations, and the secondary works on the history of Vaisnava bhakti — mostly 
from traditional sampradayik sources as they tend to be the most authoritative. The 
Gaudiya sampradäya can justly be proud of its rich literary legacy, and subsequent 
generations of disciples continue to imbibe from the tradition a vibrant impetus for 
publishing bhakti-granthas. Short extracts of traditional accounts and arguments will 
appear throughout the dissertation. From the other angle, the thesis borders on the 
classical aesthetic and poetic theories, and both demanded their share of attention. 
My professors at Banaras Hindu University have helped me to locate the necessary 
textual sources for this segment of the thesis. I feel immeasurable gratitude towards 
the few teachers and writers who have helped me to understand a drop of Srila Ripa 
Gosvami's thought, and who have kindly shown me the way how to relate his line of 
reasoning to the world of the classical aesthetic and poetic theories. 

In India, the first contributions to unveiling Ripa Gosvami’s aesthetic theory in 
the academic circles have been the works of the Late Mrs. Premlata Sharma of 
Banaras Hindu University (PhD thesis at BHU in 1954, “Studies in Bhakti-rasa 
according to Sri Rapa Gosvami”), and a similar treatise published in Delhi in 1996 by 
Raghu Nath Sharma, entitled “Bhakti in the Vaisnava Rasa-Sastra”. These two works 
have proven to be immensely helpful. Without the assistance of a few recent 
translations and studies on the Bhakti-rasämrta-sindhu, this thesis would not have 
been possible. In 2003, a full English and Hindi translation of the Bhakti-rasamrta- 
sindhu was published by the Indira Gandhi Institute for the Arts. Another 
translation, with an invaluable addition of commentaries by Srila Jiva Gosvami and 
Srila Visvanätha Cakravarti Thakura, was graciously presented by Bhanu Swami. 

Last but not at all least, the monumental work of my parama-guru, Sri Srimad A. 
C. Bhaktivedanta Swami Prabhupada, “The Nectar of Devotion”, a summary study of 
the Bhakti-rasamrta-sindhu, is at the same time the sweet beginning and also the 
ripe mature peak of my interest in the works of Ripa Gosvami; much like 
Madhväcärya’s observation about bhakti: 


bhaktya jnänam tato bhaktis tato drstis tatas ca sa 
tato muktis tato bhaktis saiva syat sukha-rüpini 


*Bhakti gives knowledge, and knowledge helps the growth of bhakti further, leading 
to self-realization. That again makes bhakti stronger, and by that strong bhakti, one is 
able to attain liberation. After liberation, one is blessed with the highest and purest 
kind of bhakti, which is an end in itself, in the form of the highest bliss." 
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€» A Note on Sanskrit Diacritics «s 


The Sanskrit, Hindi and Bengali words are diacritized according to international 
standards, the only exceptions being those personal names which are better known 
in their anglicized variant. This principle is extended to Sanskrit and Hindi words 
that are widely used in their anglicized variants, like sari. All Sanskrit words are 
italicized, except personal and place names. In quotes, I have taken the liberty to 
fully diacritize all Sanskrit words even if the original does not have the diacritic 
marks, for the sake of uniformity in the running text. In writing Sanskrit words, I 
use nominative forms in nouns like 4tma, gosvami, but use the base form in nouns 
ending with visarga in the nominative, i.e. Krsna. 
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> List of Abbreviations «5 


Within the thesis, only the most frequently used titles of works have been 
abbreviated. When mentioned for the first time in the text, they are spelled out 





fully. 

AK Alankära-kaustubha 

AP Agni Puräna 

Bhag. Bhagavata Purana f As 
BR Bhakti-rasayana A 
BRS Bhakti-rasamrta-sindhu 23 
BS Brahma-samhita Ne 
CC Caitanya-caritamrta 

DhvA  Dhvanyaloka E 
DR Dasarüpaka ee: 4 
KĀ Kāvyālaħkāra ae 
KAS Kavyalankara-sara as ry 





Kavya-prakasa 

Lalita-madhava-nátaka 

Nätya-Sästra 
sa-tarangi 
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Bhakti and the Bhakti Movements | E : 











œ Bhakti and the Bhakti Movements «5 


a) Methodology 


Many traditional Sanskrit works deal with the notion of bhakti, devotion to God. 
And in their wake, as an introduction to bhakti, many academic works have been 
written so far, so that the relevance of another one may be questioned. From the 
point of view of bhakti, the more we speak about bhakti the better, but the 
philosophy of bhakti will shine through in its actual brilliance only if a few 
traditional prerequisites are met. Therefore, the only fresh characteristic that this 
dissertation may hope to offer is its determined stress on treating bhakti in its 
original environment, in the fullness of the ancient culture and understanding that 
traditionally surrounded bhakti, and made it into a convincing, full-fledged 
Weltanschauung, with a demanding call to put its theory into practice. 

The introduction begins with the notion of “bhakti movements” as a more or less 
medieval phenomenon, gives a short scriptural overview of the philosophy of bhakti, 
briefly touches on the history of indology, and the term Hinduism. All these issues 
are approached in the light of the siddhanta of the particular school of bhakti which 
will be in the limelight throughout the dissertation, the Gaudiya line of Vaisnavism 
established by the mystic saint Sri Krsna Caitanya Mahaprabhu (1486-1533), and 
monumentalized in the writings of his leading disciple, Srila Ripa Gosvami (1489- 
1564). My reasoning is that in approximating the stances of that particular 
sampradaya (lineage), the traditional worldview of a Vaisnava devotee will stand up 
in front of our eyes with its full justification and strength. I consider this highly 
necessary even in academic work, if not especially in academic work which by 
definition should strive at presenting reality without bias. The goal of my research is 
to adequately present the atmosphere of Vaisnava-bhakti, which could sometimes be 
at cross purposes with the rigorous academic ways (that is, Western). Rigorousness 
per se is very welcome, but it should not be allowed to arch over the traditional 
understanding, marring it and making it ideologically and functionally irrelevant. In 
the instances of the overlapping of the two worlds, the traditional and the academic, 
I have chosen to take sides with the traditional views, and have tried to indicate the 
necessity of such sensitivity on the part of possible researchers. Through writing I 
wish to pinpoint the particular adverse notions, prejudices and premises that might 
prevent us from experiencing the full effect of the philosophy of bhakti. 
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D) Defining Bhakti 


Bhakti is a Sanskrit term for religious affection or devotion directed at a single 
divinity’. Traditionally, bhakti is hallowed as both the path and the goal of religious 
endeavor’. In its practicing stage, bhakti is a mechanical imitation of acts 
characteristic of a devoted heart. Eventually, through Divine Grace and persistent 
practice, it comes to indicate these same activities, now performed by the soul 
awakened in devotion. The practice of bhakti leads to perfect emotional involvement 
with the Deity, and salvation of a very personal kind which supports that 
involvement further. Much of this thesis will delineate this internal religious 
development, in the sacred footsteps of the Vaisnava dcaryas. 

In recent academic research, it has become somewhat fashionable to speak of the 
collective entity, the ‘bhakti movement”, consisting of more or less separate but: 
related bhakti movements. The many-stranded nature of this composite entity is a 
result of the possible multiple interpretations of its philosophical basis, and its varied 
social history in different parts of the Indian subcontinent. Since the major 
medieval bhakti revivals began as early as the 11% century A.D. and have continued 
up to the 17" century, it is difficult to think of an adequate historical demarcation to 
encompass them all.* 

The other way which makes the term ‘bhakti movements’ inadequate is their 
astounding philosophical loyalty to age-old, ancient scriptural traditions of India, 
and their ability to trace back the roots of their movements rather far into Indian 
history. Some would argue that devotionalism cannot surge up as a ‘revival’ unless it 
was alive and vibrant in the past as well. That is exactly the collective memory of 





! Grammatically, the word bhakti is formed with the Sanskrit verb bhaj- (sevayam), ‘to serve with 
affection, worship, adore’, and the noun-forming suffix -ktin. 

2 This meaningful detail of the philosophy of bhakti explains the proverbial opposition of the Vaisnava 
äcäryas to the monist philosophy of Sankaräcärya. The implications will be dealt with in chapter 5. 

3 A short overview can be found in: Susmita Pande, Medieval Bhakti Movement (Meerut, 1989). A 
collection of articles on the bhakti movements across India is available in: N. N. Bhattacharya (Ed.) 
Medieval Bhakti Movements in India (New Delhi, 1999). Bhakti from the Vaisnava point of view is 
dealt with exhaustively in: Raghu Nath Sharma, Bhakti in the Vaisnava Rasa-Sastra (Delhi, 1996). 

+ An expression sometimes used, ‘late medieval bhakti movements’, is a slight misnomer. First of all, 
the medieval phase in its strict historical sense is a concept to describe the cultural, economic and 
political development in Europe, having not much relation to or influence on the happenings in Asia. 
Nor does its ending date, 1486, have any bearing on the history of India. Western historians of India, 
considering these facts, ‘usually avoid using the term ‘medieval’ in their accounts of the bhakti 
movements, while the native Indian historians — perhaps not so acutely aware of the difficulty 
involved in the term — use it rather broadly even up to the break-up of the Moghul era. The term ‘late 
medieval’ has come to be used even for bhakti movements of the 16 and 17" century, although the 
addition of the word ‘late’ then excludes the bhakti revivals happening much earlier. In the article 
they will be referred to specifically, to avoid the common grouping under a problematic title. 
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many of the revivals who relate closely to their so-called mythical past. While it is 
hard to know the full details of the history long gone, it is by now clear that 
numerous historical facts have remained covered or neglected due to Western bias in 
the treatment of Indian history? Therefore, while the medieval phase of the history 
of the bhakti movement is certainly remarkable, it should not be cut away from the 
more distant past beyond necessity, especially not from its ancient scriptural basis. 


C) Bhakti in the Sanskrit Sources 


The Bhagavad-gita 


The basic text dealing with the doctrine of bhakti is, by both scholarly and popular 
consensus, the Bhagavad-gita or the ‘Song of God’, the Bible of the Hindus as it were. 
It is a relatively short, but most significant part of the great Hindu epic 
Mahabharata, where Lord Krsna, the eighth incarnation of Lord Visnu, himself 
synthesises the many strands of spirituality latent within early Hindu scriptures. The 
Gita is also named the Gitopanisad, or the conclusion of all the mystical texts called 
the Upanisads. 

The Bhagavad-gita is narrated in eighteen chapters. Most of the later theological 
commentaries on the Gitd agree that, for the sake of convenience, it can broadly be 
divided into three consequent parts, six chapters in each part. The middle six 
chapters deal with bhakti-yoga, the yoga of devotion, in a most direct way, although 
the concept is present throughout the text. The first six chapters mostly describe the 
preliminary path of karma-yoga, or the yoga of action, and the last six chapters deal 
with jfidna-yoga, the yoga of spiritual knowledge, discrimination, philosophical 
inquiry. Both karma and jñana are considered helpful, preliminary and auxiliary to 
bhakti, but have little independent importance without it. In fact, exactly the 
addition of bhakti elevates the paths of karma and jfidna to the level of yoga, or the 
path of linking oneself with the Supreme Lord. The Sanskrit word yoga, meaning a 
link, is in that sense similar to the Latin verb re-ligare, to reunite, from which the 
current term religion is derived. 

Let us begin with an overview of the specific verses that define the notion of 
bhakti, in Sri Krsna's own words. In the last, eighteenth chapter of the Bhagavad- 
gita, Lord Krsna makes one of the most direct statements: 





5 Native attempts at recovering the past are, for example, an exhaustive, peculiar work (which sorely 
lacks referencing though) of: Prakashanand Saraswati, The True History and the Religion of India 
(New Delhi, 1999). A similar work, but from within the academia, about the often discussed ‘lack of 
historical sense’ in ancient India and Hinduism, has been written by Arvind Sharma, Hinduism and 
Its Sense of History (New Delhi, 2003). 
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bhaktya mam abhijanati yávan yas cäsmi tattvatah 
tato mam tattvato jfiatvà visate tad-anantaram 


One can understand Me as I am, as the Supreme Lord, only by bhakti (by serving Me 


with devotion). And when one is in full consciousness of Me by such devotion, he can 
enter into the kingdom of God. (Bhagavad-gita 18. 55) 


The final and the most important verses of the Bhagavad-gita, describing the 
process of devotional surrender to God, conclude the eighteenth chapter: 


sarva-guhyatamam bhüyah $rnu me paramam vacah 
isto ‘si me drdham iti tato vaksyami te hitam 
man-manä bhava mad-bhakto mad-yaji mam namaskuru 
mam evaisyasi satyam te  pratijane priyo ‘si me 
arva-dharmän parityajya mam ekam $aranam vraja 
ahar tvam sarva-papebhyo moksayisyami mà $ucah 


Because you are My very dear friend, I am speaking to you My supreme instruction, 
the most confidential knowledge of all. Hear this from Me, for it is for your benefit. 
Always think of Me, become My devotee, worship Me and offer your homage unto Me. 
Thus you will come to Me without fail. I promise you this because you are very dear to 
Me. Abandon all varieties of dharma and just surrender unto Me. I shall deliver you 
from all sin. Do not fear. (Bhagavad-gita 18. 64-66)" 


It should be noted here that in the absence of an exactly corresponding English 
word, the famous Sanskrit term dharma is often left untranslated. If it is translated, 
words that come nearest to the original meaning would be religion or duty. In the 
particular verse quoted above, dharma can mean both — i.e. either the inferior kind 
of religious practice which does not have a clear spiritual purpose, or the varieties of 


6 The translations I use are from the Bhagavad-gita As It Is by A. C. Bhaktivedanta Swami 


Prabhupäda (in its electronic version prepared by the Bhaktivedanta Archives, Vedabase 2003.1), 
whose work is traditionally accurate from the bhakti point of view. In case some less known phrases or 
thought formations appear in his translation, I have simplified them for the sake of easier 
understanding. 

I retain the use of capital letters for words denoting divinity, i.e. God, Supreme Lord, and personal 
pronouns related to it (but not in the case of the demigods). My justification is that a religious 
tradition should be allowed to present itself in a full, confident way, without being watered down by 
so-called objectivity and ice-cold faithlessness. 

1 This is a classical example of the indispensability of sampradayik explanations of the Gita. 
According to their developed theology and sacred cosmology, the Vaisnavas choose to understand the 
word visate ‘enters’ in its personalized, localized sense, meaning ‘one enters the supreme abode of the 
Lord’, not leaving the lonely word at the mercy of explanations opposed to the overall tenor of the 
sampradäya, thus ignoring the numerous scriptural passages about the kind of perfection desirable to 
a Vaisnava devotee. 





worldly duties related to family, society, nation and so on. Both of these are here 
declared) to be inferior to the spirit of bhakti, direct focus on God and worship of 
Him in surrender. Such explanations of this particular verse seem to put the path of 
bhakti above ordinary traditional religious denominations, and curiously, even above 
Hinduism itself. The term Hinduism will be dealt with briefly in the later part of the 
introduction. 

The fifteenth chapter, entitled ‘Purusottama-yoga’, or the yoga of linking oneself 
with the Supreme Person, summarizes bhakti in the following verse: 


nirmdna-mohd jita-sanga-dosä 
adhyátma-nitya vinivrtta-kamah 
dvandvair vimuktah sukha-duhkha-samjñair 
gacchanty amüdhäh padam avyayam tat 


Those who are free of pride, illusion and faulty association, who understand the 
eternal, who are done with material lust, who are freed from the dualities of happiness 
and distress, and who, unbewildered, know how to surrender unto the Supreme Person 
attain to that eternal kingdom. (Bhagavad-gita 15. 5) 


Karma, Júana and Bhakti 


The Bhagavad-gitä has often been interpreted in a number of ways and by persons 
of numerous spiritual persuasions — after all it does give an overview of most of the 
Hindu spiritual practices. Nevertheless, its emphasis on bhakti is hard to miss. In a 
traditional allegory, goddess Bhakti Devi is the female personification of devotion. 
Jñana (spiritual intuition, discrimination) and Vairdgya (detachment from material 
possessions or achievements) are her two sons, indicating how the two depend on 
her. The same hierarchy is noticeable in the Bhagavad-gita itself as well, where the 
other less potent social, religious or spiritual practices are held to be inferior and 
only auxiliary to bhakti. 

It is interesting to note how useful the trilogy karma-¡ñana-bhakti can be in 
assessing the predominant mode in the varieties of theory and practice within any 
religious system. In its strictly Hindu sense, karma denotes traditional piety and 
moral propriety, following God’s laws with a view of attaining the reward; in the case 





8 For these parallels I am indebted to an article on the subject by William Deadwyler, “Religion and 
Religions”, published in the ISKCON Communications Journal No. 1.1, January-June 1993. The article 
is based on the author's lecture delivered at the Conference on Religious Education for Dialogue at the 
University of Minnesota, Minneapolis, April 1989. 
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of a pious Hindu, the heaven? Specifically, it is related to the system of yajña or 
sacrifice, described in the Vedas, directed at pleasing the various demigods, 
controllers of various functions of the universe (Indra, Mitra, Varuna, etc.). In this 
sense, bhakti is an antithesis to karma, much the way the strict monotheism of 
Christianity or Islam denigrates the various kinds of idolatry of the spiritually 
uneducated masses. But in Hinduism, the level of karma is included in the whole 
Picture of approved religious practice, recognizing the various levels of people’s 
understanding, and acknowledging the purifying effect of even the lowest level of 
religious practice for the sake of the gradual progress of mankind. But even if such a 
permissive attitude is agreeable to the majority of Hindus, the bhakti movements at 
least are very clear in considering it a lower stage, in accordance with the words of 
the Bhagavad-gita'®. The relation between karma and bhakti can also be seen in the 
desire of either Christian, Islamic, Buddhist or Hindu mystics, monks or recluses to 
delve deeper and more exclusively into their spiritual practice, and into a tangible 
relationship with God or the previous saints of their tradition — a desire which is 
often less strong among the less committed laity. 

The level of jñána is declared to be higher than karma, and is again in a sense its 
antithesis. It moves away from the world of enjoyment and seeks to attain a glimpse 
of the Absolute by the process of philosophical negation. The path of jñāna is 
attractive to the temper of intellectuals and renunciants, and its Hindu variety is 
mostly known to the world through the works of the ninth-century philosopher 
Sankaracarya (788-820). His explanations of the classical mystical texts, the 
Upanisads, and the Vedanta-sútra, have sought to subordinate the personality of God 
to its abstract power, to the mere ‘Absoluteness’ of the Absolute Person. His is an 
interesting twist in thought with many consequences pertinent to our theme. We 
will return to the details of his philosophy later. 

The spirit of jiäna can be noticed in other religious systems as well, though 
perhaps its relation to other elements is not so pronounced and clear-cut. For 





? It should be noted here that the word karma in Sanskrit simply means action, or activity, or in its 
more particular sense, it means religious or pious acts leading one to heaven. It should not be 
confused with the meaning the word karma has obtained in Western ‘spiritually enlightened’ circles 
under the influence of Hindu philosophy, namely, karma as one’s fate, “Whatever happened to me 
was my karma.” 

10 C£. the following verses: Men of small knowledge are very much attached to the flowery words of 
the Vedas, which recommend various religious activities for elevation to heaven, resultant good birth, 
power, and so on. Being desirous of opulent life, they say that there is nothing more than this. 
(Bhagavad-gita 2.42-43). : 

Later on in the Bhagavad-gita, Lord Krsna declares that those who worship lesser gods subordinate to 
Him attain the worlds of these gods (i.e. the impermanent Hindu heaven), but those who worship 
Him exclusively with devotion, bhakti, attain His spiritual abode to live with Him forever. He is 
nevertheless kind to those on the lower levels, stating that He himself supplies them the necessary 
faith in worshipping the lesser gods, and that actually He is the one from whom they ultimately 
receive their rewards. (Bhagavad-gita 1. 20-23). 
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example, Lord Buddha was opposed to the theism of the Vedic tradition, and many 
Buddhist traditions of later times are extremely philosophical, entering a dialogue 
not so much with their theistic opponents but moving the argument into the sphere 
of logic and ontology. At least as far as the Vedic path of karma goes, the Buddhist 
philosopher and the Hindu jñani both agree about its weaknesses. The mystics in 
Christianity and the Sufis of Islam also have a noticeable admixture of jfidna in their 
otherwise largely devotional practice. Offhand examples would be the mystic unity 
with God in the philosophy of Meister Eckhart (1260-1329) or John of Ruysbroeck 
(1293-1381)". The Sufi poet Mansür Al-Hallaj (858-922) took the path of jñāna up to 
its most extreme expression, the deification of the self. While that proclamation did 
not gain theological approval within Islam, it does have a place within Hinduism, 
although such philosophical presumptions of complete unity with God usually do not 
get along well with the spirit of pure devotion to God.” 

In Christian mysticism, Sufism, and later on in Kabir, we meet with a concept that 
one can love God and surrender to Him even while not entering a fully personalized 
relationship with Him, at least not the kind that the medieval Hindu bhakti 
movements usually advocate. Before the appearance of nirguna-bhakti, the thinking 
of Indian theologians was limited to the two possible lines of theory and practice: 
either jfidna, or bhakti. Both are mentioned as valid in the Bhagavad-gita, and they 
are juxtaposed in its twelfth chapter. Kabir, not busying himself with precise 
theological discussions but following his own heart, seems to have been trying to get 
the best out of both paths. We will return to his ideas later, let us now consider the 
two traditional options. 

In the twelfth chapter of the Bhagavad-gita, Lord Krsna compares the two opposing 
ways of approaching transcendence. First is the impersonal, negative path of jñana, 
of forcefully renouncing matter, searching for the spirit in oneself and attempting to 
merge, as it were, in the Supreme Spirit. The second is the personal devotional path 
of bhakti, of seeking to understand both matter and spirit in relation to the Supreme 
Lord, and establishing a relation to Him in devotion. Of the two, the second is 
considered easier, and superior. The often-heard over-simplification is that bhakti is 
more suitable only to the sentimental, exceedingly emotional characters who do not 
have a predilection or even the ability for cultivating abstract philosophy. What the 
Bhagavad-gitä says is deeper, it argues that an emotional response to the personality 
of the Lord and a devotional bond with Him is a more mature and a more stable 
spiritual position, and that success in bhakti is achieved more easily since every soul 





1 Evelyn Underhill, The Essentials of Mysticism (Oxford, 2007), pp. 12, 32, 112 

2 Some three hundred years after Al-Hallaj (who was persecuted for heresy), another Sufi saint, Jalal 
ud-din Rimi (1207-1273) defended the insights of his predecessor, saying that those who say they are 
servants of God are actually presumptuous, for they retain their own ego, and those who say “There is 
nothing else but God” are actually the most humble — they sacrifice their ego completely and become 
one with the Lord. The point is taken from: Coleman Barks, The Essential Rumi (New York, 1996), p. 


129. 
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longs for an eternal reciprocation with the Divine Person. In the first practice, 


Jnana, one depends on one's own endeavor, while in the second, bhakti, one can rely 
on the Divine Grace of God. 


Arjuna inquired: Which are considered to be more perfect, those who are always 
properly engaged in Your worship with devotion, or those who worship the impersonal 
Brahman, the unmanifested? The Supreme Lord said: Those who focus their minds on 
My personal form and are always engaged in worshiping Me with great faith are 
considered by Me to be the most perfect. For those whose minds are attached to the 
unmanifested, impersonal feature of the Supreme, advancement is very troublesome. 
To make progress in that discipline is always difficult for those who are embodied. But 
those who worship Me, giving up all their activities unto Me and being devoted to Me 
without deviation, engaged in devotional service and always meditating on Me, having 
focused their minds upon Me, o Arjuna, for them I am the swift deliverer from the 
ocean of birth and death. (Bhagavad-gita 12. 1, 2, 5-7) 


Moving up on the ladder karma-jnäna-bhakti, we conclude with bhakti as a 
category which includes the previous two and adds a devotional aspect to them. If 
karma had been declared to be this-worldly, not aiming at the Supreme, in 
conjunction with bhakti it becomes ‘karma-yoga’, or a way of approaching the 
Supreme through one's actions in this world. And dry jfiána, mere abstract 
philosophy and negation of this world, becomes useful to a transcendentalist when 
he employs it to disentangle himself from this world and tries to attach himself to 
the Lord. In conjunction with bhakti, jiana becomes ‘jfidna-yoga’, and it stabilizes 
the devotional endeavor with mature detachment and an analytical understanding 
of the relation of this world to the Lord. The three concepts of karma, jñana and 
bhakti ultimately assist one another in an integrated progress towards devotional 
perfection. 

Sometimes, the advocates of the highest form of bhakti demand from their students 
a complete turning away from both karma and jñana, or at least their lower, selfishly 
motivated kind. Bhakti can be seen as both a synthesis and a sublimation of karma 
and jñána, and on a higher level a complete antithesis to them, since real, pure 
bhakti means to renounce one's own self-centered will and to subordinate it to the 
will of the Lord. 

The points of the Bhagavad-gita are echoed further in the most famous among the 
eighteen Purdnas, the Bhagavata Purana. 





13 I stubbornly avoid any discussion on the chronology of the Puranas because such an issue can only 
come up if we completely disregard the innumerable traditional accounts of their origin. The 
concern of later interpolations is sometimes valid, but before any definite proofs are produced we 
should be careful to keep the veracity of the sastras intact. The different genres seem to have had 
different histories, and at least as far as the Bhagavata Purana is concerned, I never heard of a valid 
account of interpolations, late origin, authorship other than that of Vedavyasa, etc. 








The Bhagavata Purana 


This long composition on the glory of devotion records a conversation between Sri 
Krsna and His minister and cousin Uddhava, who is known to have been extremely 
receptive and spiritually evolved. They discuss many issues only hinted at in the 
much shorter Bhagavad-gita, and the message of the superiority of bhakti is again 
clearly pronounced. 


na sadhayati mam yogo na sánkhyam dharma uddhava 
na svadhyayas tapas tyago yatha bhaktir mamorjita 


Dear Uddhava, only strong loving devotion can make Me subordinate to a devotee 
engaged in My worship. 1 cannot be controlled by persons engaged in yoga, 
metaphysical philosophy, pious work, study of the sacred scriptures, asceticism or 
renunciation. (Bhagavata Purana, 11. 14. 20) * 


A vast majority of the bhakti movements builds their philosophy and practice on 
these two scriptures, namely the Bhagavad-gita and the Bhagavata Purana. The 
Bhagavata Purana is important in terms of how the bhakti movements understand 
the relation of their preferred scriptures to the other parts of the Vedic corpus. The 
Purana begins with an introduction of how it came into being. Sri Krsna Dvaipayana 
Vyasa, its author, the literary incarnation of Sri Krsna, is portrayed as despairing 
over his role as the spiritual educator of the masses. After compiling the four Vedas 
and the Mahabharata, and elaborating on the four Vedic goals of life”, he is pictured 
as sitting despondently in his arama, lost in thought. His guru, Narada Muni, arrives 
and urges him to give the world what it really needs — a description of the glories of 
the Supreme Lord, and the path of loving devotion to Him. Having been propelled 
by Narada, Vyasadeva composes the Bhagavata Purana which indeed abounds in 
descriptions of bhakti to Lord Visnu in His many incarnations, examples being too 
numerous to mention here. The Purana begins with a definition of para dharma, 
highest duty or religion: 


sa vai pumsam paro dharmo yato bhaktir adhoksaje 
ahaituky apratihatà yayatma suprasidati 





M [ use the translation of the Bhagavata Puräna by A. C. Bhaktivedanta Swami (Bhaktivedanta 
Vedabase 2003.1) since it is by far the most comprehensive of all available English translations. The 
Sanskrit text is fairly fixed so that the Sanskrit version of the Gita Press does not differ substantially 
at all from the text which I am working with. 

5 The four goals of life or purusarthas in Hinduism are dharma (religiosity), artha (economic 
development), kama (enjoyment) and moksa (liberation). Some authors include bhakti or prema, 
devotion to God, in the scheme of the four, either subsuming it under dharma or moksa, while it is 
most often understood as standing above the four as the fifth, last purusartha. 














The supreme occupation (para dharma) for all humanity is that by which men can 
attain loving devotion to the transcendent Lord. Serving God in such devotional 
Spirit must be unmotivated and uninterrupted to completely satisfy the self. 
(Bhagavata Purana, 1. 2. 6)" 


Definitions of Bhakti 


Two separate compendiums of sütras or short aphorisms about bhakti are available 
to us today. One is the work of the sage Narada, the other of Sandilya". The two 
sages are often mentioned in the Vedic literature, mostly in the Puranas. Of the two 
especially Narada is well known to the Hindu mind as an ideal of a devotional 
mystic. The Sandilya-bhakti-sütra opens with a definition of bhakti: 


sá paränuraktir isvare 
Bhakti is an absolute attachment to God. (SBS, sūtra 2)! 
The Narada-bhakti-sútra also begins with a definition of bhakti: 
sa parama-prema-rupa 
Bhakti is the highest form of love towards God. (NBS, sūtra 2)? 


In the second chapter of the Narada-bhakti-sútra, its author cites a few other 
definitions by respected ancient sages, and adds his own at the end: 


Sage Vyasa is of the opinion that bhakti is an attraction for worshipping the Lord. 
Sage Garga considers bhakti to be a fondness for hearing about the Lord’s glories. The 
wise Sandilya opines that bhakti results when one removes all obstacles from taking 
pleasure in the Supreme Self. And Narada defines bhakti as an inclination for offering 
all of one’s activities to the Lord, and experiencing extreme distress in not being 
connected to Him. (NBS, sütras 16-19) 7° 


A multi-faceted philosopher Madhusüdana Sarasvati (1490-1540), author of a 
theological treatise Bhagavad-bhakti-rasayana (The Elixir of Devotion to the Lord), 
defines bhakti in the following way: 





'6 Thid., p. 13. 

\7 Here again, these sages of old desist any chronologization. 

18 Acharya Baladeva Upadhyaya, Sandilya-bhakti-sútram Bhakti-candrikaya samanvitam (Varanasi, 
1998), p. 4. 

1 The Narada-bhakti-sutra is also included in the abovementioned publication, p. 75. 

20 Ibid., pp. 15-76. 
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drute citte pravistä ya govindakarata sthira bhaktir ity abhihita 


Bhakti is a steady recollection of God’s form imprinted into one’s melted heart. 
(Bhagavad-bhakti-rasayana, 2. 1)?! 


The mystic saint $ri Caitanya Mahaprabhu (1486-1533) who started a wildfire of 
bhakti revivalism in the sixteenth-century Bengal left behind him only eight verses 
on the glory of devotion. He handed the responsibility of writing a theological basis 
of his path of bhakti to his talented disciples, of whom Srila Rüpa Gosvami (1489- 
1564) is most well-known. The venerable Gosvami resided in Vrndavana, Lord 
Krsna's home village on the bank of the river Yamuna, and was contemporary to 
many of the well-known bhakti poets of the sixteenth century — Vallabhacarya 
(1479-1531), Mira Bai (1498-1547), Süradäsa (1483-1563), to name a few — who 
collectively effected the full-swing revival of the places of Lord Krsna's early life. 
Srila Rapa Gosvàmi's work, the Bhakti-rasamrta-sindhu (The Ocean of the Nectar of 
Devotion), remains unrivalled among textbooks of devotional philosophy and 
practice. It starts with a definition of bhakti: 

anyabhilasita-Sunyam — jiána-karmàdy-anavrtam 
anukúlyena krsnanu- Silanam bhaktir uttama 

klesa-ghni Subhada moksa- laghuta-krt sudurlabha 
sändränanda-visesatma Sri-krsnäkarsini ca sá 


The highest form of bhakti is devoid of selfishness, and is never covered by speculative 
jñana or ritualistic karma. Bhakti means to favorably serve and worship the Lord. Such 
bhakti wipes away all suffering, bestows all auspiciousness, it surpasses mere salvation, 
and it is extremely rare. lt consists of concentrated bliss and it attracts the Lord. 


(Bhakti-rasamrta-sindhu, 1. 1. 16-17) 


Srila Ripa Gosvami describes the advancement on the path of bhakti in three 
consecutive stages. The first, practicing stage is called sadhana-bhakti, the second 
stage where the bud of love of God begins to grow is called bhava-bhakti, and the last, 
perfected stage of devotion in full bloom is called prema-bhakti. All of them are 
termed bhakti since Ripa Gosvamt’s point is that devotion to the Lord, even in its 
immature stage, is nevertheless extraordinary and not of this world, and some more 
practice will make it perfect. Ripa Gosvami commenced the tradition of manuals on 
devotional practice which attempt to describe the progress on the path of bhakti in 
minute details. Such literature is often similar to the works of Christian or Islamic 
mystics who made notes of their inner development. Some scholars have highlighted 
correlations between Christian mysticism and the stress of the bhakti school on a 





21 T work with a Hindi translation, Janardan Shastri Pandey, Sri Madhusüdana Sarasvati viracitam Sri 
Bhagavad-bhakti-rasayanam (Varanasi, 1998), p. 130. 
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loving relationship with God, beyond awe and reverence. St. Bernard (1090-1153) 
wrote: 


Love receives its name from loving, not from honoring. Let one who is struck with 
dread, with astonishment, with fear, with admiration, rest satisfied with honoring, but 
all these feelings are absent in him who loves. Love is filled with itself, and where love 
has come it overcomes and transforms all other feelings. Wherefore the soul that 
loves, loves, and knows nought else. He who justly deserves to be honored, justly 
deserves to be admitted and wondered at, yet He loves rather to be loved.” 


d) Bhakti Understood by Members of Other Religions 


While the devotional philosophy of the Bhagavad-gita and other ancient Sanskrit 
scriptures may strike a familiar chord in practitioners of other monotheistic 
religions, the fact remains that the similarities are often clouded by the considerable 
amount of ‘otherness’ that Hinduism represents to any Western observer. 

One point often misunderstood by Westerners who study the ancient Indian 
philosophical works is the relation between the immanence and transcendence of 
God. Early Western scholars of the Sanskrit scriptures, especially the Bhagavad-gita 
and the mystical Upanisads, came across expressions of God’s presence in every part 
of His creation. Being familiar with Western ideas of pantheism, they have 
considered these passages inconsistent with the theism expressed in these same 
works, and have gone even as far as considering them interpolations.” The 
simultaneous immanence and transcendence of God is often reiterated in the Vedic 
scriptures”, and is strictly speaking not pantheism, since God forever retains His 
transcendent existence above the creation, untouched by it. Such 
misunderstandings are cleared when we study the Vedic texts without preconceived 


o 25 
notions. 


2 Quoted in an article by Bimanbehari Majumdar, “Religion of Love: The Early Medieval Phase”, in: 
N. N. Bhattacharya (Ed.), Medieval Bhakti Movements in India (New Delhi, 1999), pp. 6-7. 

23 The issue was first documented in: R. G. Bhandarkar, Vaisnavism, Saivism, and Minor Religious 
Systems (New Delhi, 2001, which is a reprint of the German encyclopedia Grundriss der Indo-Arischen 
Philologie und Altertumskunde, Vol. 3, part 6, published in Strassburg 1913.), pp. 157-161. 

24 The term Vedic is used here in its broadest sense, not at all limited to the four Vedas, although 
traditionally the Vedas are perceived as the most ancient, hallowed part of the canon. If perhaps a bit 
less relevant today, they nevertheless remain within the inclusive philosophical world of bhakti. 

25 Cf. the verses in the Bhagavad-gita, 9. 4-5: By Me, in My unmanifested form, the entire universe is 
pervaded. All beings are in Me, but I am not in them. And yet everything that is created does not rest 
in Me. Behold My mystic opulence! Although I am the maintainer of all living entities and although I 
am everywhere, I am not a part of this cosmic manifestation, for My self is the very source of creation. 
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The appreciation of interreligious similarities is restricted because of the fairly 
reasonable, chaste aversion on all sides to simplified eclecticism or ‘jumping over the 
fences’,”° Nevertheless, common ground is most easily found in the sphere of praxis, 
since even the groups within Hinduism possessing contesting philosophies and 
theoretical bases are seen using very similar practical devotional techniques. The 
affinities stretch to other non-Hindu religious groups within India like Jainism and 
Buddhism, and extend to Christianity and Islam as well, especially their overtly 
devotional strands like the Christian mysticism and the movement of the Sufis. 

Since the resurgence of bhakti seemed to coincide with the arrival of Sufi mystics 
to India, there was an early period of conviction that the Sufi influence has been 
instrumental in the shaping of the philosophy of bhakti. However, the relations 
between the two faiths were rather limited, and such arguments are now dismissed 
on the basis of the undeniable antiquity of the Sanskrit scriptures which form the 
basis of the Hindu philosophy of bhakti. The Western indological scholars have 
initially been impressed with the level of correlations in the devotional theology and 
practice that exist between the bhakti movements and Christianity, and have often 
proposed the influence of early Nestorian Christian preachers in India on the 
formation of devotional Hinduism. Some have studied the similarities in the lives of 
Jesus Christ and Lord Sri Krsna, concluding that the myth of Lord Krsna was a 
borrowing of Christian ideas. Such guesses were dismissed with considerable 
disappointment only when the cross-textual examination moved the chronology of 
the Bhagavad-gitä and other Sanskrit scriptures into pre-Christian times.” 

By the influence of Islam, the movement of the sants turned away from the 
definite positive imagery of God and moved the concept of bhakti into a more 
abstract direction. Kabir is the most outstanding representative of the stream of so- 
called nirguna-bhakti, a concept often misunderstood since it defies traditional 
categorization and set standards of thinking within the Hindu philosophical 
framework.” 

An often repeated, and just as often unsuccessful, attempt was to classify Indian 
bhakti traditions into neat drawers of theological concepts — concepts which arose in 





26 For example, the bhakti movements recognize the concept of anyasraya-dosa, or ‘the fault of taking 
shelter outside one’s own religious tradition’. Merely acknowledging cross-cultural similarities as a 
way of enhancing mutual respect is probably not included in that category. Whatever the case, a few 
semi-scholarly works by religious practitioners that aim at cross-referencing Hinduism and their own, 
usually Christian background do meet with appreciation at least in India, if not also within their own 
circles. Examples to note are the works of Reverend Camille Bulcke (1909-1982), a Christian 
missionary of Belgian origin who worked in Allahabad, and contributed vastly to the native field of 
Ramayana studies, and Sister Vandana’s work, Nama Japa — Prayer of the Name in the Hindu and 
Christian Traditions (New Delhi, 1997). 

2 N. N. Bhattacharya, Indian Religious Historiography, Vol. 1, (New Delhi, 1996), pp. 273-75. 

28 A strong argument to include the nirguna-bhakti in the'spectrum of bhakti movements is presented 
by Mrs. Krishna Sharma in her work Bhakti and the Bhakti Movement — A New Perspective (New 
Delhi, Second Ed. 2002) 
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the theologies of faiths which were, true, often surprisingly similar in many respects 
to the bhakti movement, but which nevertheless do not seem fully equipped for 
handling the realities of Hinduism. Thus, while Christian and Islamic theology 
would pride itself on its insistence on strict monotheism, Hinduism had always been 
that Big, indefinable Brother, the permissiveness of which regarding the worship of 
its many divinities was often understood to go against the core belief in the One 
Almighty Lord. Scholars argue that the term monotheism is a Western concept that 
has grown out of the Christian and Islamic worldview, and have proposed a term 
monolatry (worship of one God as Supreme among many other lesser divinities), or 
monotheistic polymorphism (the worship of one God in His many incarnations) as 
more fitting to the situation within Hinduism.” 

These terms are an upgrading or a refinement of the old term henotheism, an 
expression coined by Friedrich Max Miller, one of the most influential Western 
indologists, during his study of the Vedic texts. Henotheism, according to him, as 
documented in the Vedic hymns, is understood as a convenient belief in a divinity 
singled out usually for the immediate purpose of the Vedic sacrifice, without 
disclaiming other existing divinities. The level of henotheism according to Müller is 
halfway between polytheism and pure monotheism, and here again we are struggling 
to understand the Hindu situation with Western, anthropological glasses of a linear 
development from primitive polytheism towards the refined monotheism of the 
Christian kind. While the idea of such a gradual advancement through stages of 
religiosity does not do justice to Hinduism, the term henotheism itself also does not 
carry the nuance of meaning appropriate in the context of the bhakti movements. 
The gods of the Vedic sacrifices do not have much relation to the strictly theistic 
movements within Hinduism. The simple fact is that many Hindu bhakti movements 
are just as adamantly opposed to admitting any second divinity onto the pedestal of 
the Supreme Lord as the Christians or Muslims could be, while nevertheless leaving 
other people at rest with their other choices. The philosophy of bhakti, rather than 
dismissing the ‘competing lesser divinities’ as dangerous threats to the full 
overlordship of the Supreme, includes them in the picture and gives them all due 
respect, although it does insist that the best worship of all the parts of creation is 
accomplished by a focused service to the Supreme Lord, the root of all that be. The 
so-called ‘Hindu pantheon’ with its many devatas? could actually imply a very 
wholesome understanding of the universe, the Supreme Lord as its Highest creator, 





29 Steven Rosen, Essential Hinduism (Westport, Connecticut, 2006), p. 24 

% The Sanskrit term devata has often been translated as ‘god’ (allowed in plural as well, i.e. ‘the gods’), 
although in the strictly monotheistic strands of Hinduism the subordinate status of these divinities is 
often indicated by the prefix demi-, (i.e. demigod or half-god). The notion of demigods then stands in 
opposition or subordination to the One God with a capital letter. The resultant plurality of ‘gods’ 
troubles some scholars who propose words like ‘angel’ instead, which is again inadequate since the 
Sanskrit notions of apsara, gandharva, kinnara or cárana are already understood to be covering the 
space of the English word angel. 
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maintainer and destroyer, with many helping hands who may receive some credit on 
their own. In treating such matters where the risk of distortion is high because of the 
particularities of the Western religious past and set modes of thinking, it seems wise 
to give voice to the native emic scholars and practitioners. 

For a proper assessment of the bhakti movement, we need to digress for a moment 
and clear the confusion around the term Hinduism. lts meaning is related to the 
complicated history of indological studies in the West. 


e) Hinduism and the History of Indology 


Any encyclopedic entry on the term Hinduism usually begins with its etymology. 
The word is never used in the native Sanskrit works, it is a much later derivative 
from the word Sindhu, which is a Sanskrit word for the river Indus. The Arabic 
invaders, we are told, have coined the word as meaning “that land which is beyond 
the river Sindhu’, while Sindhu was incorrectly pronounced as Hindu. In the Arabic 
world, it came to designate the people of India, and a later addition of the suffix -ism 
was an effective move to cram together the Indian religious and social customs all in 
one term. 

The Hindus themselves prefer the term sanätana-dharma (eternal duty, eternal 
religion) as an expression to cover their religious persuasion and social duties, and 
argue that dharma as a term is not limited by religious denomination but is an all- 
encompassing universal term to describe the duties of man in relation to the Divine. 
It is however true that the Hindu philosophies revolving around the details of what 
exactly, or rather who, that Divine is, are varied and even diametrically opposed to 
each other. After two hundred years of indological studies, it is imperative that the 
whole spectrum of Hindu philosophies and practices receives a fair share of scholarly 
attention. 


The Hindu Canon 


A matter closely related to the whole field of indological studies is: which 
scriptures in the vast treasury of Sanskrit literature are taken to be normative, as 
representing the ‘true’ spirit of Hinduism. Indology as a branch of the Western 
academic pursuit was shaped in the era of British supremacy in India, and was often 
an expression of social and religious prejudice and superiority. The foreign scholars 
were the ones dictating the direction of research and the evaluation of the Indian 


literary legacy. 











Early Orientalist scholars working within India, such as William Jones or Henry 
Colebrooke, constructed a golden age of Hinduism located deep in the past and 
fashioned a portrayal of the Vedic age that is still widely accepted in the West today. 
Colebrook published an extremely influential article titled On the Vedas, or sacred 
Writings of the Hindus, in which he advanced his far-reaching notion that the Vedas — 
by which he primarily means the Upanisads — are the authentic, genuine Hindu 
Scriptures and that the goal of liberation from the world, or moksa, is the ‘real doctrine 
of the whole Indian scripture’. He was also one of the first to identify Sankara as the 
great and authentic commentator on the Vedas. In this same article, Colebrooke 
condemns the theistic cults of Hinduism — as well as their scriptural sources, the 


Puranas — as inauthentic and deserving of being ‘rejected, as liable to much 


suspicion’.”! 


Another issue is the chronological sequence of the ancient Sanskrit texts. The 
usual way in which the Western scholars enumerate them is in an order of 
chronological succession, despite the traditional claims that the Vedic literature is a 
set corpus of interrelated texts that did not grow to become ‘refined’ through time.” 





a] quote from a lively book, David L. Haberman, River of Love in an Age of Pollution (Berkeley, 2006), 
pp- 25-26. The author goes on to argue that this move of the Orientalists was also politically useful, for 
by denying authenticity to the many bhakti sects across the country which had considerable social 
and political strength at the time, and by relegating all importance to a distant past of abstract 
philosophy and an escape from the world, the British have in effect made it easy for themselves to 
assume the role of order-making politicians in India. 


32 The first Western indologists have often portrayed the Vedas as simplistic and childish texts, and 
even knowingly mistranslated them to make the Vedas appear primitive. The antiquity assigned to 
the Vedas was never in line with traditional Hindu understanding, but calculated to fit the current 
notions of the age of the human race according to the history in the Bible. One of the most candid 
accounts of the history of indology can be found in: Satsvarupa Dasa Goswami, Readings in Vedic 
Literature — The Tradition Speaks for Itself (Los Angeles, 1985). A related issue is that of the 
indigenous nature of Indian culture, as opposed to early Orientalist ideas about the Aryan homeland 
outside India and their subsequent immigration. Slowly the native Indian scholars of indology, 
especially those in the diaspora, are becoming influential enough to reverse the old wrongs. | quote: 
“If one explores the history of the Aryan Invasion Theory, it becomes clear that it arose due to 
colonial-missionary prejudices. It was largely the brainchild of foreign conquerors, who could not 
imagine the ‘primitive’ Hindoos giving rise to such a complex and noteworthy culture. (..) A 
significant number of archaeologists, both Indian and Western, have insisted that there is no 
archaeological evidence to support the theory of external Indo-Aryan origins. And the Vedas 
themselves, written at a time when the invasions would have been fresh in people’s memories, do not 
mention anything resembling an invasion of India. Moreover, the philological and linguistic evidence 
that had originally been brought forward to support the theory of invasions has been called into 
question and reinterpreted. Respected scholars, such as B. B. Lal of the Archaeological Survey of 
India, and Edwin Bryant from Rutgers University, have shown that the Aryan Invasion Theory is 
based on rather flimsy evidence.” Steven Rosen, Essential Hinduism (Westport, Connecticut, 2006), 
pp. 10-11. 


xvii 











Only lately did the native Indian scholars stand up to the challenge and have 
listed the textual proofs of how the whole range of the Vedic texts — the Vedas, 
Upanisads, the two epics, Purdnas, Vedanta, and so on — forms a cohesive whole, and 
has been forming it ever since its origins.» The Western academic world in its 
beaten track rarely assents to the demands of such lonely panditas to be heard long 
after all has been said and done. But it is interesting to trace out the influences that 
have shaped the chronological ordering of the Vedic texts in the first place: the 
new-found fascination with the Darwinian explanation of the human past, and the 
nineteenth-century boom of anthropological work on the indigenous primitive 
tribes around the world must have had their share in the shaping of the idea. 
Another influence was that of the missionary zeal of the British Christians in 
colonial India. 

Traditionally, all parts of the Vedic canon are put into place by the overarching 
Vedanta philosophy - which is not necessarily meta-theistic, as Sankara’s 
interpretation makes it. Another point is that traditionally, the religious histories or 
Purdnas are designated as the ‘fifth Veda’ since they elaborate on the doctrines 
presented briefly in the Vedic samhitas. The Puranas are divided according to the 
three gunas, an extremely useful concept for assessing the predominant mode of 
either persons or texts. The pious, sattvic Puranas meant for sattvic people 
recommend the worship of Visnu and His incarnations, extolling the efficacy of the 
path of bhakti. The rajasic and tamasic Puranas recommend the worship of Brahma, 
Siva, Durga or any of the other divinities of the Hindu pantheon. The worship of 
these lesser gods is often performed along the lines of the Vaisnava practices, and in 
fact, many Saiva bhakti movements are known across India, much akin to their 
Vaisnava counterparts. Nevertheless, the Bhagavad-gita and the Bhagavata Purana 
recommend Visnu worship as the highest, and both of the great epics, the Ramayana 
and the Mahabharata, are Vaisnava in character. To this day, two thirds of Hindus 
profess being of a Vaisnava persuasion, and the Sivaites follow as the second largest 
group, while the worship of other Hindu divinities is usually occasion-oriented, and 
not so much a lifetime fidelity as in the bhakti movements. 

The different parts of the Vedic canon are traditionally understood as progressive, 
not in a chronological sense but along the limes of human advancement through the 
phases of life; the principle of Vedic yajña useful in one's domestic life, and the 
Upanisads, Aranyakas, and Vedanta as the studying material of renunciants at the 
last stages of their life. The Vedic canon consists of different literary genres, and 





33 For example, K. Bharadvaj in his work The Concept of Visnu in the Puranas (New Delhi, 1981) 
argues about the antiquity of the Puranas and supplies textual references about the eighteen Puranas 
in the so-called ‘earlier works’, the Vedas, Brahmanas, Aranyakas, Upanisads, and other Smrtis. On pp. 
9-13 of his work. 

# A sketch of the Tamil Saiva bhakti poets is available in: Karen Pechilis Prentiss, The Embodiment of 
Bhakti (New York — Oxford, 1999). Comparisons of Saiva and Christian mysticism have been 
published by: Bettina Baumer (Ed.), Mysticism in Shaivism and Christianity (New Delhi, 1997). 
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therefore, the Vedas are not an example of the “primitive beginnings of Hindu 
philosophical thought’, but books of litany that accompanied the Vedic sacrifices. The 
chronological sequencing of the Vedic texts has led to a fallacious search for the 
‘concept of bhakti’ in the Vedic hymns, a curious attempt which is bound to be 
misleading to say the least, if not a failure right from the outset.” 

Traditionally, the path of bhakti had always been a separate option with its own 
justification. Bhakti cuts across caste, gender and age, and offers anyone a privilege 
of a direct bond with a personal Divinity. The major bhakti movements may have 
been flourishing in medieval times, but they all share the pan-Indian memory of the 
so-called mythical past, of the presence of their Deities on the Indian soil, and the 
cults of worship that have grown around them since those days long ago. If that 
memory is dismissed as a myth, and another myth — that made up by Darwin - is 
superimposed on the Vedic canon, we lose all that we might have been gaining by 
being interested in the Vedic texts. By such mutilations of the traditional 
understanding, the Vedic path becomes religiously impotent, much like any other 
religious path when it is treated by an unsympathetic atheistic mind. 

Indological studies to this day are full of examples of such unfair treatment. For 
example, A. A. Macdonell, an early English Sanskritist not very congenially 
disposed to traditional beliefs within Hinduism, has been a part of a scholarly 
tradition full of doubts about the authenticity and integrity of Sanskrit texts. 


We are told in the Ramayana itself that the poem was either recited by professional 
minstrels or sung to the accompaniment of a stringed instrument, being handed down 
orally, in the first place by Rama’s two sons Kuga and Lava. These names are nothing 
more than the inventions of popular etymology meant to explain the Sanskrit word 
kusilava ‘bard’ or ‘actor’. (...) Considerable time must have elapsed between the 
composition of the original poem and that of the additions. For the tribal hero of the 
former has in the latter been transformed into a national hero, the moral ideal of the 
people; and the human hero, (like Krsna in the Mahabharata) of the five genuine 
books (excepting a few interpolations) has in the first and last become deified and 
identified with the god Visnu, his divine nature in these additions being always 
present to the minds of their authors. Here, too, Valmiki, the composer of the 
Ramayana, appears as a contemporary of Rama, and is already regarded as a seer. A 
long interval of time must have been necessary for such transformations as these.” 





35 For example, an article by Jeanine Miller, “Bhakti in the Rg Veda — Does It Appear There or Not?” 
in: Karel Werner (Ed.), Love Divine — Studies in Bhakti and Devotional Mysticism (Durham, 1993), pp. 
1-36. Many overviews of the bhakti movement begin with the survey of the Vedic material, cf. Susmita 
Pande, Birth of Bhakti in Indian Religions and Art (New Delhi, 1982), or, Bhagavat Kumar Shastri, The 
Bhakti Cult in Ancient India (Varanasi, 3" Ed. 2002). 

36 Extensive research on the topic of relations between Darwinism and the Vedic cosmogony has been 
done by Michael A. Cremo in his last work, Human Devolution (Badger, California, 2003). His work is 
provocative to such an extent that it generated a new expression in anthropological studies, Vedic 
creationism. 


Y Arthur A. Macdonell, A History of Sanskrit Literature (Delhi, 1997), p. 256. 
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It is interesting to note that these same persons, the early Sanskrit scholars, who 
could not relate to the divinity of Ráma, were not at all staunch atheists but often 
convinced practicing Christians, who could well detect the same kind of negligence 
and lack of respect in a speech if it was related to Lord Jesus, or if it questioned the 
integrity of the Bible. The same is true of Muslims who also do not tolerate 
embarrassing or offensive comments about their prophet, and about the Quran. Such 
double standards then, of being allowed to speak in a derogatory way about the 
Hindu religious personalities and scriptures, were enforced in an age when these two 
religious communities (Christian and Islamic) invested with political power tuled 
over India. This unfair pattern of harshness and lack of sympathy towards the 
indigenous religious works by the very persons who profess to study them and teach 
about them persists to this very day, although it is now clothed in the garb of 
academic objectivity.* 

This historical thread of partiality needs to be highlighted precisely when we talk 
about bhakti. Any religion maintains an aura of faith in the transcendent existence 
of God primarily through its scriptures. If the sacred scriptures of a dominated 
nation are dismissed as faulty and not worthy of the air of sacredness around them, 
by scholars of a dominant religion (who would not allow the same unfair trial to 
happen to their own religious belief), then the ground is not yet even enough for a 
fair interfaith dialogue. In the field of indology, the fairness did mot come about so 
much by openly redressing the injustice, but by a fresh overflow of sympathetic 


phenomenological studies of Hinduism”. 


f) The Bhakti Movements - An Overview 


Among the medieval bhakti movements, we come across different variations of the 
level of traditionalism, and a broad distinction is usually made between the stream of 
the Vaisnava äcäryas and that of the so-called sants. These two branches of the 
bhakti revival can be studied from the point of their philosophical basis, and their 
social stances. While the four Vaisnava sampradäyas or lineages of devotion to Visnu 
tend to be orthodox and traditional in their acceptance of the Vedic social reality, 
the sants — bhakti poets less easily classified — tend to be satirists and social 
dissenters, bringing basic religious education to the masses. Since the philosophy of 
bhakti does afford place to all strata of the Indian society (and arguably even those 





38 This work of Macdonell has been published in London in 1900 and is now being reprinted in India 
itself again and again, by its greatest indological publisher. 

39 For example, Donald S. Lopez, Jr. (Ed.), Religions of India in Practice (New Delhi, 1998), or works 
like John Stratton Hawley, At Play With Krishna — Pilgrimage Dramas from Vrindavan (Delhi, 1992). 
The spirit of faith and bhakti comes through in these works because the practitioners themselves are 
finally given a voice in the presentation of Hinduism. 








from without) to take part in the practice of bhakti, varying degrees of application of 
such permissive scriptural statements have been noticed, as well as various 
interpretations of how the practitioners from the lower strata of society and those 
from the higher can interrelate. 

I purposely avoid presenting the bhakti movements in stark opposition to the 
orthodox Hindu brahmanical culture since — as often as that is done - it is often too 
simplistic. Neither are all bhakti movements reactionary upheavals of lower classes 
clashing with the hegemony of the privileged castes, nor is the orthodox 
brahmanical culture as indifferent and as resistant to the appeal of the philosophy of 
bhakti as some would like us to believe. The nuances of this issue and the dilemmas 
which were being tackled by the orthodox Hindu society prompted by the bhakti 
movements will be outlined below. 

In terms of consequences for the Indian society, the bhakti movements are similar 
to the protestant movement in Europe. They gave rise to vernacular religious poetry 
which was previously kept within the confines of Sanskrit. The vernaculars — Tamil, 
Telugu, Kannada, Bengali, Hindi, Brajbhasha, Maithili, Avadhi, Marathi, Gujarati — 
became systematized and gained new respectability associated with the noble themes 
they conveyed. New literary genres and forms of prosody came into being; it was an 
Indian renaissance of self-assertion in the face of foreign rule, and a moment of 
renewed confidence in the redeeming strength of the Hindu dharma, its ideals, 
heroes and philosophy. 

The bhakti movements in their organizational frame usually correspond to the 
monastic orders and mystic strands within other religions, and the connections have 
often been highlighted. The stray intuitive poets of the bhakti movement who may 
not have been members of any monastic order, have been an inspiration and an 
influence beyond their own circle, and their fame is often pan-Indian, stretching 
across the few distinguishing characteristics of each particular bhakti movement. But 
while openly favoring renunciation and asceticism as valid and even indispensable 
in the quest for a mystical bond with God, the bhakti movements do offer a variety of 
levels of commitment to their practitioners, while a few among them may even 
openly favor domestic environments and censor the ascetic monopolies on bhakti. 

Strictly speaking, bhakti most often used to refer to Visnu-bhakti, devotion to 
Visnu or any of His incarnations (most often Krsna and Rama). It was also the first 
to be noticed and studied by the British indologists. Since the first British outpost 
was Calcutta, they soon became familiar with Bengal Vaisnavism, a bhakti movement 
started by the saint Sri Krsna Caitanya. The second great movement they came to 
notice was Acärya Rämänuja’s branch of Vaisnavism in the Tamil land. As the 
studies of Hinduism progressed, it became obvious that practically speaking every 
Hindu denomination possessed its own canon of scriptures and a full philosophy of 
bhakti revolving around that particular divinity. This can be confusing to those who 
are not familiar with the broadness of Hinduism. 











Another influence that shaped the state of affairs was that of Sankara’s advaita 
Philosophy (monism), at the core of which is the belief that ultimately the Supreme 
is formless (nirguna in Sanskrit), but that it can be perceived as having form 
(saguna) on the lower level of worship and meditation. Bhakti thus became a concept 
and a practice freely used by anyone who felt it was expedient enough (although 
strictly speaking the idea of any kind of worldly profit is foreign to pure bhakti), and 
was connected to almost any divinity of the Hindu pantheon (although strictly 
speaking pure bhakti did not encourage diffusing one’s attention to many divinities), 
Consequently, in the broadening of its appeal so common in many established 
religions, some of the otherworldliness, exclusivity and transcendent fervor of the 
original idea of bhakti may have been compromised. 

Although the bhakti movements are usually associated with the medieval period, 
there is no conclusive evidence about the state of affairs before these well-known 
and documented movements. For example, Indian historians Suvira Jaiswal and S. C. 
Mukherji notice in their surveys of Indian iconographic and epigraphic material that 
Vaisnavism has had a long, powerful presence practically all over the Indian 
subcontinent even much before the movements we speak about. The medieval 
phase is traditionally seen as a revival of the older, much more wholesome condition 
of the Indian society when the ideals of the bhakti-permeated worldview were 
commonly accepted.” 

The bhakti movements form a wide spectrum with the orthodox Vaisnava acáryas 
on the one end, and the so-called sants on the other. Many bhakti poets have 
synthesized both of these extremes in different degrees, and traditionally even the 
Hindi word sant may be used rather broadly, much the way it is used in its English 
equivalent, i.e. a saint. The acaryas were also sants, and an early hagiography of 
numerous bhakti saints and poets made no distinction whatsoever about their 
philosophical stances or level of social conventionalism?. Nevertheless, for the 
purpose of easier classification, let us first deal with the Vaisnava acaryas as the most 
easily definable. 

Contemporary Indian scholars, especially those personally affiliated with any of 
the bhakti movements, are sometimes visibly exasperated — and with a reason — at 
the sheer prevalence of the advaita doctrine in the field of classical Indian 
philosophical studies. Along with the historical reasons mentioned above, this is so 
because the Western term philosophy has come to be so markedly separated from 
religion. This again is a consequence of European history, and does not suit well the 





40 Suvira Jaiswal, The Origin and Development of Vaisnavism (New Delhi, 1980), pp. 188-228, and, S. C. 
Mukherji, A Study of Vaisnavism in Ancient and Medieval Bengal (Calcutta, 1966), pp. 1-90. 

4l For example, the Skanda Purana narrates that the great grandson of Sri Krsna, Vajranabha, 
administered the area of Lord Krsna's youth (Vraja), and installed many arca-múrtis of Sri Krsna for 
the inhabitants to worship. That must have been happening soon after the departure of Sri Krsna 
from this world, roughly 3000 B. C. 

#2 That is, the Bhakta-mal of Nabhadasji, a collection of short biographical sketches of bhakts, or sants. 











Indian situation where both of these fields are often inseparable. To this day, many 
Indian theistic schools of interpreting Vedánta are minimized, and only advaita 
(monism) is taken to be applicable to the term philosophy. 

Some may feel that the ‘meta-theism’ of advaita, a philosophy which subsumes any 
definite image of God in the absolute Form-less-ness, and Attribute-less-ness, is a 
much-needed common ground for interreligious harmony. Ever since the speech of 
Swami Vivekananda (1863-1902) in the World's Parliament of Religions in Chicago 
in 1893, the philosophy of advaita is seen as a common denominator in the confusion 
of religious diversity. When all differences are diffused in the ultimate abstraction of 
the idea of God, and when religious dialogue, according to some, is finally possible, 
alas, at that point, no dialogue is needed any longer. Advaita, if taken at its face 
value and driven to its logical conclusion, may be perceived as accommodating all 
religious variety, but it dismisses all that variety just as easily in the ultimate, 
päramärthika stage, leaving the worshippers either ‘stuck’ forever in the lower, 
vyävahärika level of saguna worship, or taking away from them that which should 
have been dearest to them. Perhaps we could nevertheless build interreligious 
harmony not on the basis of negation, but allow the positive spiritual variety to exist 
and enrich us. 


Bhakti and Vedanta 


Alongside the Advaita-vedanta of Sripada Sankaracarya (788-820), many Vaisnava 
äcäryas have also tried to give meaning to the terse aphorisms of the Vedanta-sútra. 
Their theistic interpretations may seem closer to the original meaning of the sútras 
than the interpretations of Sankaräcärya, but raising such an issue means swimming 
against the current. For example, an innocent and impartial translator of the 
commentaries to Vedänta-sütras, the French philologist George Thibaut found 
himself enveloped in controversy. In his introduction to the commentary of 
Sankara?, he openly wrote in favour of the commentary of the Vaisnava äcärya 
Ramánuja. Native scholarly opposition to his rather balanced view was so fierce that 
in the next volume, a translation of the commentary of Ramanuja, Thibaut 





43 His reasoning was that, considering the fact that the Vedanta-sütras originally include the doctrine 
of vyüha, which is considered to be a Vaisnava concept, it is quite probable that Ramanuja is closer 
than Sankara to the original tradition of understanding the Vedanta-sütras. Vyasadeva also seems to 
be more inclined towards the Vaisnava theory of parindma (the world as an actual — albeit temporary 
— transformation of spirit) than Sankara's theory of vivarta (the world as an illusory transformation of 
spirit). George Thibaut (Tr.), Vedanta-sütras with the Commentary of Sañkaracarya, Sacred Books of 
the East Series, Vol. 34, 38 (Delhi, 1904). Introduction appears on pages ix-cxxviii. 


xxiii 











dem the issue of comparison altogether, saying that it is beyond his scope and 
ime. 

Due to the hard labor of a few enthusiasts, library shelves by now boast with 
minute studies of the theistic commentaries of Vedanta, and we may quickly peruse 
them”, Historically, four distinct Vaisnava lineages exist, each with their own 
founder, and with later äcäryas who may have revived the lineage or may have given 
it the flavor of their own intuition. The Śrī- sampradāya found its able protagonist in 
Śrīpāda Rāmānujācārya (1017-1137), and the Śrī Vaişņavas are up to the present day 
very widespread in Tamil Nadu. Their teachings have reached the North of India as 
well, especially through Rāmānanda (1400-1470), who was a distant disciple of 
Rāmānuja. Rämänuja’s system of interpreting Vedänta has come to be known as 
visistadvaita, or ‘qualified monism’, and it postulates Lord Visnu as the highest 
reality. As the personal Supreme Lord beyond matter, endowed with innumerable 
auspicious attributes, kalyana-gunas, He is easily attainable (sulabha) by devotion 
(bhakti) and surrender (prapatti).** The sampradaya of Ramanuja was divided into 
two communities on the basis of a theological issue, the way of understanding God's 
Grace. One group uses the analogy of a cat holding her puppies in her mouth to 
carry them to safety, while the other group advances the analogy of the monkey 
mother, to whom the monkey cub needs to hold on with its own strength. It is an 
interesting variety of seeking a balance between faith and work, much more so since 
it is undoubtedly indigenous‘. The Tamil land has its own rich history of bhakti 
poetry enframed in the memory of the ancient bhakti saints, the Alvars. Their 
chronology is an extremely tangled issue*, while their poems, the Tamil Veda, or 
Divya-prabandham, have been an inspiration to generations of South Indian 
Vaisnavas. One of the Alvars was a lady, Andal, a poetess of bhakti lyrics in old 
Tamil, and the fervor of her love towards Lord Ranganatha was often described by 
scholars as ‘bridal mysticism’, a desire to attain the Lord as her spouse. 





$ Vol. 48 of the Sacred Books of the East Series. 

The most handy overview is available in: Swami Tapasyananda, Bhakti Schools of Vedanta 
(Chennai, 2003). 

46 Selected from: P. N. Srinivasachari, The Philosophy of Visistädvaita (Chennai, 1978), and S. M. 
Srinivasa Chari: Vaisnavism — Its Philosophy, Theology and Religious Discipline (Delhi, 2005). 

# In the early times of the British acquaintance with the Tamil bhakti movements, the proposition of 
the influence of the Nestorian Christians who settled in South India during the first millennium 
A.D. was often debated. Such theories have been dismissed as soon as the chronology of works on 
bhakti such as the Bhagavad-gita was moved back beyond the beginning of the Christian era. It 
became obvious that Vaisnavism predated Christianity, although the traditional date of the Bhagavad- 
gita, cca. 3000 B.C., is still not acceptable to many. 

48 In his study of South-Indian bhakti, Friedhelm Hardy openly declares that the chronology is simply 
too complicated: piles of studies and arguments — textual, astrological, and other — have not arrived 
at any satisfactory conclusion. Friedhelm Hardy, Viraha Bhakti — The Early History of Krsna Devotion 
in South India (New York — Delhi, 1983). I avoid any whimsical arguments which, while unable to 
prove that the traditional dates are wrong, give later dates for the Alvars and thus unnecessarily 
undermine their legacy. 
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If we, pure in our hearts, meditate on, offer flowers to, and sing praises of 
The mysterious One, born in Mathura, residing on the bank of Yamuna, 
The river with pure waters, the light of the Gokula clan, 

Damodara, Who has made his mother’s womb radiant — 

All sins, past, and future, will disappear like dust in fire. 

Let us, therefore, recite His names.” 


The main teacher of the Kumdra-sampradaya was Nimbarkacarya (c. 12" century 
A.D.). Nimbärka’s philosophy is called dvaitádvaita, apprehending the relation of 
God to the world as a simultaneous unity (advaita) as well as difference (dvaita). An 
even starker dichotomy between God and the world was pronounced by 
Madhvacarya (1238-1317) in his philosophy of dvaita, or pure dualism. He is the 
acárya of the Brahma-sampradäya, and the seat of the lineage is still very vibrant (in 
Udupi, Karnataka). Within the scholastic tradition of Madhva’s successors, a lively 
movement of bhakti poets sprang up in the sixteenth century, called the Haridasa or 
the Dasakúta movement. Singers of devotional songs went from door to door, 
encouraging piety and surrender to God among the masses. Purandara Dasa (1484- 
1564) and Kanaka Dasa (1509-1607) are among the most famous of these Kannada 
bhakti poets. Purandara Dasa was a prosperous jeweler, who suddenly, by a traumatic 
experience which made him see the fault of his miserliness, opted for an ascetic life 
of devotion. 


Are you yet to get kindly disposed towards me? This servant of Yours? 
Are you yet to get kindly disposed? 

O Lord sleeping on the serpent, o Supreme Person, Hari! 

In various countries, at various times, in various wombs I have been born, 
Into this hell of ‘I and mine’ I have fallen, 

This servant of Yours believes that You are the only refuge, 

Are you yet to get kindly disposed??? 


Kanaka Dasa was a son of a shepherd and according to current custom of those 
days he was not allowed to enter temples. He is famous in Udupi for having obtained 
a vision of Lord Krsna through a hole in the temple wall. In the corpus of his poems 
of which many are humble and unpretentious, one may nevertheless find a remark 
or two about the relation of bhakti to caste: 


They talk of caste times without number. 

Pray, tell me, what is the caste of men who have felt real bliss? 

When a lotus is born in mud, do they not offer it to the Almighty? 

Do not the brahmanas drink the milk which comes from the flesh of cows? 





49 V. K. Subramanian, Sacred Songs of India (New Delhi, 1996) p. 25 (Tiruppavai of Andal, poem 5). 
50 Thid., p. 207. 











Do they not besmear their bodies with deer musk? 
What is the caste of Lord Narayana? And Siva? 
What is the caste of the soul? Of the living being? 
Why talk of caste when God has blessed you? S 


An offshoot of the Mādhva lineage was Gaudiya Vaisnavism, started by the saint 
Sri Krsna Caitanya (1486-1533)? A vast theological legacy was the work of his 
disciples, while Sri Caitanya himself only wrote eight verses on the glory of the 
Lord's holy name. His precepts and his personal charisma inspired thousands of his 
followers in pursuing an ecstatic devotional relationship with the Lord, mainly 
through the practice of singing or reciting God's name. His movement has woken up 
the society of Bengal in a social, literary, artistic and religious sense. His disciples 


have revived Vrndavana, the cowherd village of Lord Krsna, as a vibrant pilgrimage 
centre. 


O my Lord, Your holy name alone can render all benediction to living beings, and thus 
You have hundreds and millions of names, like Krsna and Govinda. In these 
transcendental names You have invested all Your transcendental energies. There are not 
even hard and fast rules for chanting these names. O my Lord, out of kindness You enable 
us to easily approach You by Your holy names, but I am so unfortunate that I have no 
attraction for them.” 


The main teacher of the Rudra-sampradaya was Visnusvami, about whom not 
much is known, but one of his later influential followers was Vallabhacaya (1479- 
1532). His interpretation of Vedanta is called suddhädvaita or pure monism, in 
contrast to Sankara’s monism which, as Vallabha argues, allows maya (or avidya) to 
contaminate the ever pure Brahman. Vallabhäcärya himself was a prolific writer and 
a poet, and had many musically gifted disciples. Four of them, and four disciples of 
his son Vitthalanatha, are known conjointly as “the Astachap”, or the “eight seals of 
poetry’. Coming from diverse backgrounds and different parts of India, they settled 
in Vraja, the place of Lord Krsna's early life, a rural area between Delhi and Agra. 
They were often summoned to the Mughal court in the vicinity (Fatehpur Sikri) and 
implored to become court singers, but one of the poets, Kumbhan Dasa, replied with 
the proverbial “santon ko sikri so kya kam?” 





5! M. Sivaramkrishna, Sumita Roy (Ed.), Poet Saints of India (New Delhi, 1996), p. 184. 

52 Some Bengali scholars working only with the works of the Bengal school of Vaisnavism have 
doubted the connection to the Madhva line through Madhavendra Puri, on the grounds that Puri is 
usually a sannyasa title of Sankarite monks. But the biographical material on Vallabha (who was a 
contemporary of both Madhavendra and Caitanya) proves that Madhavendra was indeed a sannyast 
of the Madhva line. Informative, but skeptical is the work of S. K. De, Early History of the Vaisnava 
Faith and Movement in Bengal (Calcutta, 1961). 

53 Siksastaka, verse 2. 
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What business do ascetics have in the capital? 
Coming and going the shoe gets destroyed — 
And so does our contemplation of the Lord's name. 

The most famous among the eight is Süradäsa (1483-1563), the blind poet”. The 
collection of his poems numbering in thousands, rightly named Sura-sagara (The 
Ocean of Siira’s Poetry) is full of vivid images of Lord Krsna's youth and the varying 
moods of devotion expressed towards Him, in the local dialect called Brajbhasa. 


My eyes are thirsty to have a look at Hari 

I want to see the Lotus-eyed one, I remain sad day and night. 
His forehead is painted with sandal paste, 

He wears a pearl necklace, and is a resident of Vrndavana. 

I have developed affection for You, 

neglected my body, and put my neck into a noose. 

Who knows my mind? People laugh at me. 

O Lord, Suradasa, without seeing You, wants to die. 


The Bhakti Poets 


Even outside the circle of the philosophically perfected four sampradäyas, there 
have been many illustrious personalities who made the object of their devotion 
closer to the masses. Many of them were devout Vaisnavas, worshippers of Visnu, 
much along the lines of the sampradayas. The most outstanding among them are the 
bhakti poets Mira Bai of Rajasthan, Tükarama of Maharastra, Tulasidäsa of Varanasi, 
Narsi Mehta of Gujarat and Vidyapati of Mithila. 

Their works — and this is true for many of the bhakti poets — are often preserved in 
anthologies in different localities and even fully grown into the local culture and 
language different from their own original dialect. We nevertheless have to be 
cautious to not be too demanding of the historical documents preserved for so many 
generations. What they sang about was always closely understood and almost 





% Poet Saints of India, p. 54. 

55 Many details of these poets' lives are often contested and subjects of protracted research and 
debate: dates, the actual blindness of Süradäsa and historicity of many poems attributed to him may 
be issues that we simply have no final settlement about. See Krishna P. Bahadur, The Poems of 
Süradasa (New Delhi, 1999). Nevertheless, cultural differences may obscure our judgment: I am not 
inclined to agree with John S. Hawley who argues that Suradasa was probably not really blind, since 
the contemporary hagiographers only speak of him as having divya-drsti and never refer to actual 
blindness. The culture of those times might have been such that mentioning anyone’s actual 
blindness was perceived as blunt and offensive, especially about a saintly figure. 

56 Sacred Songs of India, p. 225. 
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anticipated by the public. After picking up the style of these poets, their followers 
might have been adding to the corpus in that innocent manner of a devout 
interpreter, basking in the brilliance of their established charisma.” 

Mira Bai (1498-1547) needs almost no introduction, and the lines of her famous 
poems ring in the ears of many Indians: mere to girdhar gopäl, düsro na koi. “My Lord 
is the cowherd Krsna, the upholder of the Govardhana Hill, no one else.” She was a 
Rajput princess, wife of King Bhojaraja, who died early, leaving Mira exposed to 
unfavorable relatives. In the enthusiasm of her devotion, and absorption in the 
worship of the Deity of Krsna she possessed since childhood, she was often accused 
of neglecting her domestic and social responsibilities. 


My family members repeatedly try to restrain me, 

But attachment to the Dancer with a peacock feather in His hair 
Has sunk deep. 

My mind is drowned in the beauty of Syama, 

And the world says I have gone astray. 


Tükäräma (1608-1650), the revered Vaisnava poet of Maharastra, was in a similar 
predicament of failing to uphold the expectations of his family. As a simple grocer, 
he was often on the verge of poverty, frequently because of his extreme generosity 
and an amazing level of compassion for all creatures around him. His abhangs, short 
Marathi poems, are full of simple wisdom and devotion. He was a contemporary of 
Sivaji, the national hero of Maharastra, who was deeply impressed by the saint’s 
character. Tükäräma was part of the greater Maharastrian bhakti movement, ignited 
by Jñanesvara, Ekanatha and Namadeva a few centuries before him. Tukäräma 
upheld their legacy and was a strong pillar of the Värkari sect of worshippers of 
Vitthalanatha in Pandharpur. 


Today is a day of bliss, supreme bliss 

When we recite the names of Govinda, the joy is incomparable! 
Visiting the temple in Pandharpur is always bliss for us. 

We sing, dance, and clap our hands to entertain Govinda. 

For us devotees, every day is Dipavali! 

Our joy is fearless, for the Lord protects us. 

Tikarama says, Let there be no fear of birth and death! 

Being with the Lord is the permanent desire of all devotees.” 





5! The issue is tackled in: John Stratton Hawley, Three Bhakti Voices: Mirabai, Surdas and Kabir in 
Their Times and Ours (New Delhi, 2005). Again, so many hundreds of years later we cannot hope to 
know for sure, I therefore avoid trusting the research that points towards alleged inauthenticity. 

58 Shanta Subba Rao, “Mirabai”, in Poet Saints of India, p. 117. 

59 Sacred Songs of India, p. 277. 
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Tulasidasa (1532-1623) was the foremost among the poets who profess devotion to 
Lord Ráma. Amongst the vernacular works permeated with the spirit of bhakti, 
Tulasidasa's Rama-carita-manasa (The Holy Lake of the Acts of Rama) is, at least in 
the Hindi speaking area, certainly the most widely read. It is a devotional reworking 
of the already devotional Sanskrit epic Ramayana, with a charming style and 
simplicity of expression. In the chapter of Rama’s dwelling in the forest, the 
touching episode of His meeting with the old ascetic lady, Sabari, had always been 
the favorite of listeners who sit spellbound in long recitations of the familiar, 
homely Hindi rhymes. The so-called ‘Sabari episode’ is a revelation of the strength 
and purity of bhakti. Lord Rama sat down in the old lady's cottage and recounted 
to her His definition of devotion: 


“Now I tell you the nine types of devotion, listen attentively and lay them up in your 
mind. The first in order is fellowship with the saints, and the second, fondness for the 
legends relating to Me. The third is selfless service to the guru, the fourth consists in 
the hymning of all My virtues with a guileless heart. The repetition of My mystic 
Name with steadfast faith constitutes the fifth form of adoration revealed in the 
Vedas, the sixth is the practice of self-restraint, virtue and detachment from manifold 
activities, with ceaseless pursuit of the path of the good. He who practices the seventh 
type sees the entire world filled with My presence, and regards the saints as even 
greater than Myself. He who cultivates the eighth type is content with whatever he 
has and never dreams of spying out faults in others. The ninth form of devotion 
demands that one should be simple and straight in one’s dealings with all and should 
in his heart cherish implicit faith in Me without either exultation or depression. 
Whoever practices any of these — man or woman, animate or inanimate — is, O lady, 
very dear to Me.” (Rama-carita-manasa, Aranya-kanda)?! 


Narsi (or Narsimh) Mehta (1414-1480) was a Gujarati saint and poet. His 
hagiographers describe a vivid mystical vision that entranced him, and which later 
on dictated the theme for many of his poems. His verses dwell on the love of Radha 


60 Sabari is an uneducated lady who escaped her home village because she did not approve of the 
killing of animals going on there, and found shelter in the hermitage of an elderly sage Matanga. The 
sage predicted Rama's arrival and, before himself leaving the world, instructed the Sabari to wait for 
Rama and welcome Him in the empty forest äsrama. The old Sabari obeys him wholeheartedly, 
preparing every single day for the arrival of the Lord. When Lord Rama finally arrived, He found the 
old lady anticipating His visit, with a plate of half-chewed berries in her hands. Picking the wild 
berries, she was afraid they would be sour, and so she bit into each and every one of them to test their 
sweetness. Only the sweet ones wound up on the plate, and they were now offered to her Lord Rama. 
As if not noticing that they are all half-chewed, Rama took a handful off the plate and tasted them, 
praising their sweetness. At this point in the recitation, the audience is lost in appreciation of Rama's 
reaction, and those who know the Hindu rules of purity, or just how inappropriate it is to offer half- 
eaten articles to such an honored guest, will understand the depth of the story. 

81 T use the English translation by R. C. Prasad (Delhi, 1988), p. 497. 








and Krsna, instructions on piety and bhakti for his fellow countrymen, personal 
confessions, and gratitude at the Lord's interventions in the events of his life. 

Having been born in a respectable family of brahmanas, he was criticized for 
singing God's praise in the company of the untouchables. 


I am what you say that I am, if it pleases you to think that I am such a one. 

If you think I'm not fit to sing Krsna’s praise, then Damodara's servant I'll become. 

Of all in society, I am the lowest. Lower than the lowest of the low. 

You may call me by any bad names you like, all I know is I’m deeply in love. 

I don't understand the talk of karma and dharma. All these things are not near my God. 
All who feel higher than these Harijanas have wasted their whole human life.” 


The term Harijana ‘the people of God’ which Narsi used to denote the 
untouchable castes, was later adopted by Gandhi. The following poem by Narsi, one 
of Mahatma Gandhi’s most beloved hymns, expresses in simple and moving words 
the ideal of sanctity: 


Call that one a true Vaisnava who feels the suffering of others, 

Who seeks to relieve others’ pain, and has no pride in his soul. 

He bows respectfully to the whole world, he talks ill of no one, 

He remains steadfast in mind, words and actions — blessed, blessed be his mother! 

He is impartial to all, he has renounced all greed, another man’s wife is his mother, 

His tongue speaks no lie, he does not touch another man’s property. 

He remains unaffected by maya and moha, in his soul is total detachment, 

He is absorbed in meditation on Rama’s name; within his body, all the tirthas are found! 

Without cupidity or guile is he, without lust or anger, 

Says Narsaiyo, by the mere view of such a sant, seventy-two generations find salvation!* 
Vidyapati (1350-1460) was a court poet in Mithila (present-day Bihar and Nepal). 

He was a contemporary of the Bengali poet Candidasa, and both were treading the 

path of their predecessor poet Jayadeva, the author of the Gita-govinda. Vidyapati's 

hundreds of songs on love towards Lord Krsna and his personal supplications to Him, 

collected in the Padävali, are still current in Mithila. He wrote in his local dialect, 


Maithili. 


Madhava! Along with an offering of Tulasi and sesame seeds, 
I sacrifice my whole self for You. 

I know You are kind and will not reject me. 

When you consider my character, you can only count faults, 
There is not even a trace of virtue in me. 





6 Swami Mahadevananda, Devotional Songs of Narsi Mehta (Delhi, 1985), p. 128. 
63 Quoted in: Karine Schomer, W. H. McLeod (Ed.), The Sants — Studies in a Devotional Tradition in 


India (Delhi, 1987), p. 39-40. 











You are the Lord of the Universe, this world is Yours. 

And I, a poor sinner, am also within this world (so I am Yours). 
Again and again, according to my past deeds, 

Let me be born as a man or an animal, bird, worm or an insect. 

But let my mind always rest in You! 

With great remorse, Vidyäpati says, 

You are the miraculous means to cross over samsara! 

Allow me to grasp Your tender lotuslike feet, O friend of the poor!™ 


Unorthodox streams within the Bhakti Movement 


Let us now proceed to the less definable, ‘grey areas’ of the bhakti movement. Here 
we encounter poets and mystics who move freely between the personal and 
impersonal conceptions of the Divine, or who are seen as unorthodox in any other 
way by the Hindu society (or by the other less revolutionary bhakti movements). 
That includes the consideration of their eligibility for being recognized as teachers, 
if it so happens that their caste stands in the way and does not easily admit adoration 
by the possible higher-caste followers. It also includes philosophical tenets or details 
of devotional practice which are an admixture of various beliefs, most often that 
means Islamic or yogic influences. Such blends are usually not supported by the 
orthodox society, but their popular appeal seems to be high. They are presented here 
for the sake of making an all-round presentation of the bhakti movements, although 
most of the Vaisnava movements have had a generally united stand on these issues. 
While lower caste birth was not considered an obstacle for religious participation, 
the religious rights could not exactly be used for social scale-climbing. Outstanding 
individuals were given great respect on account of their spiritual accomplishments, 
but they themselves would often insist on staying in the background. The stray 
bhakti poets across the country were approaching the issue in their individual ways, 
and received a palette of responses. 

Ravidasa (b. 1376) was a lucid devotee-poet from Varanasi, born in a family of 
cobblers. His presence among the bhakti poets has slackened the previous rigid 
boundaries between the higher and lower castes, as well as the idea of absolute 
ranking of qualification via one’s birth. 


O well-born of Varanasi, I too am born well-known. 
My labor is with leather. But my heart can boast of the Lord. 





6 Sacred Songs of India, p. 128-9 
65 Poet Saints of India, p. 85 





His biographers describe the impact of Ravidäsa’s poetry and personality in 
glowing terms; he was able to attract a large gathering of high-caste listeners who 
readily admitted the truth of his simple arguments. 


I've never known how to tan or sew though people came to me for shoes. 

I have not the needle to make the holes or even the tool to cut the thread. 

Others stitch and knot, and tie themselves up, while I, who do not knot, break free. 

I keep saying Rama and Rama, says Ravidäsa, and death keeps his business to himself. 


Kabir (1440-1518), a Muslim weaver and a disciple of the Vaisnava preacher 
Rämänanda, moved between the Hindu and Islamic community and attacked the 
weaknesses, as he perceived them, of both. His mystical poems aimed at jerking his 
fellow people and making them realize the futility of mindlessly performed 
traditional religiosity. 


The tendency for devotees and students of Kabir to interpret him each in his own way 
has always been strong. Kabir, like Gandhi, is much quoted and manipulated to suit a 
variety of ends. One senses in some studies of Kabir that he is regarded as not fully 
presentable and in need of a little adjustment: by Muslims to make him more 
respectable in Islamic circles — they would have him a pir; by sectarian yogis who must 
have found his lack of enthusiasm for narrow sectarianism uncomfortable — they 
would have him a yogi or more; by vedantis who would like to rescue him from the 
taint of Islam and clumsy thought and bring him into the more intellectually 
sophisticated streams of Indian metaphysics; by other schools of bhakti who, finding 
him hard to classify, would hold that his nirguna-bhakti was inconsistent and would 
wrongly discover the doctrine of avatara in his verse; by the old Christian missionary 
scholars rejoicing to detect a Christian influence on Kabir. Westcott hailed him as a 
‘Mohammedan Saint’. R. C. Varma sees him as the savior of Hinduism from Islam. 
Recent writers depict him as a social revolutionary comparable to Gandhi. This 
tendency to use Kabir, to win him over to one’s camp, instead of studying him and 
understanding him, has retarded Kabir studies for a long time, though it is losing 
ground in recent scholarly circles.” 


Sometimes, Kabir's point could be just as orthodox as that of any other Vaisnava 


poet: 


O Govinda, I am such a sinner. I have omitted to practice bhakti to the Lord who 
gave me this living body. 

What have I achieved in this world and what benefit have I derived from this birth? I 
possessed the magic stone which would fulfill my wish for salvation, and not for a 
second have I taken it into my heart! 





$6 William J. Dwyer, Bhakti in Kabir (Patna, 1985), p. 19 
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What a champion I have been at abusing others, coveting their goods and their wives 
and pointing out their faults! I keep being born and reborn eternally and cannot — 
break the cycle. j 
Lust, anger, deceit, infatuation and jealousy, with all their offspring, abide in me. 
Even in my dreams there is no mercifulness, dharma, knowledge, or service to my 
guru. 

O You who pity the lowly, O merciful Dāmodara, lover of the bhaktas, I feel 
defeated. Kabir says: Take care of this timid soul and I will go on serving You. 


At other times, his social satire prevails. Often, he dismisses just about any way or 
path he has seen or heard about, to make a strong point about his own mystical 
relation to God: 


O brother, Kabir has only a small circle of friends; so to whom shall I repeat this truth? I 
leave the disposition of all my life to Him who holds sway over destruction, creation and 
preservation. I have combed through the whole creation and have discovered that without 
Hari ignorance reigns; the six Hindu philosophies, the ninety-six prescriptions of the 
Buddhists, all make this their concern, but know nothing. Reciting prayers, austerity, 
mortification, idol-worship, astrology, these have driven the world insane; they have 
written their treatises and led the world astray; but they have omitted to retire into the 
innermost recesses of the heart. Kabir says: Yogis and mendicants are all raising false 
hopes. Imitate a thirsty bird, cry out the name of Rama and you will assuredly find rest in 
divine love (bhakti).” 


Scathing satire and revilement of the established ways of religious commitment by 
a few individualist poets may have gone over the boundaries of propriety in the eyes 
of the other less revolutionary bhakti movements. Vemana (15% century), a free- 
minded poet of Andhra, seems to be on the cutting edge of social and religious 
criticism: 


The solitariness of a dog! The meditation of a crane! Lee 
The chanting of an ass! The bathing of a frog! 
Ah, why will ye not try to know your own hearts? 


What are you the better for smearing your body with ashes? 
Your thoughts should be set on God alone, 
For the rest, an ass can wallow in dirt as well as you. 





The books that are called the Vedas are lik c 














He that fasts shall become a village pig (in his next life), 
He that embraces poverty shall become a beggar, 
And he that bows to a stone shall become like a lifeless image.” 


Here again, a discerning Gaudiya Vaisnava would be quite sure of his judgment, 
and would indignantly oppose this exaggerated critique of austerity, and even more, 
the meaningful devoted service to the arcá-mürti (Deity®). Not only the bhakti 
movements themselves, but the majority of the Hindu orthodoxy felt that in their 
zeal, some of these sharp preachers have gone way too far. A considerable amount of 
Opposition was directed at the sants of the nirguna-bhakti school, especially Kabir 
and Dadu Dayal, for their unconventional views about the bona-fide Vaisnava 
practices such as ritual worship of the images of Visnu. One of the persons not 
agreeing with the extremes of their critique, and often writing in defense of the 
orthodox social order was the famous Gosvämi Tulasidäsa. Some scholars argue that 
if Kabir would have been exposed to the meticulous devotional theology of the 
Vaisnava äcäryas and their soul-stirring justification behind the saguna worship, his 
views might have been different. But since he grew up among the people where 
lower forms of superstitious Hinduism were in proliferation, and was in contact with 
Islam, this might have led him to deny all rituals as an inadequate practice. 

The personalities described above do not exhaust the composite whole of the 
bhakti movements across India. For example, much like Tulasidasa, another 
representative of the stream of Räma-bhakti was Tyagaraja (1767-1847), a native of 
Tamil Nadu, who has left behind a veritable mine of bhakti poetry as well as a 
polished style of performance (the so-called Carnatic music). And yet he is often 
excluded from the accounts of the bhakti movement, probably because of not fitting 
exactly within its imagined chronological borders. Moreover, while it may be 
misleading to do so, history forces us to study only the leading poets and teachers of a 
particular tradition who are represented by their lyrics or philosophical writings, 
while many of their followers, in fact whole lineages, and many other saints who 
were not so eloquent, remain in the background. Another dimension closely related 
to the bhakti movements was the boom of vernacular translations and retellings of 
the ancient Sanskrit texts, especially the two epics. Again, this is a pan-Indian 
phenomenon and a theme in itself. The bhakti movements with their brahmanical 
philosophy and insistence on internal and external purity have triggered a social 
phenomenon called sanskritization, or unification of culture according to the roles 
and example of the higher castes. 

Another movement intricately connected with the bhakti movement is Sikhism, a 
religious group established in Punjab by Guru Nanak (1496-1539). In the Sikh 
scripture, the Guru Granth Sahib, a few poems by the bhakti poets (there called 





68 poer Saints of India, pp. 151-154, Footprints India Handbook 1997 by Robert and Roma Bradnock, p. 


1083. 
69 | avoid the word idol with its negative connotations; the word icon is closer but still inadequate. 
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bhagats) have been included, for example, those by Namadeva, Ravidasa, Kabir, 
Süradäsa and Rämänanda. The Sikh religion, although showing traces of Islamic 
influence in its breaking away from ritual worship, highly values the recitation of 
God's name, and in many of the poems of the Guru Granth Sahib we find notions 
familiar to us from the poetry of the bhakti movement. Following Kabir, the names of 
God in their poems are often of Vaisnava origin. 


So many scriptures, 1 have searched them all. 

None can compare to the priceless Name of God. 

Better by far than any other dharma is the act of repeating the perfect Name of God. 
Better by far than any other rite is cleansing one's heart in the company of the devout. 
Better by far than any other skill is endlessly to utter the wondrous Name of God. 
Better by far than any other place is the heart wherein 

God is infinite, beyond all comprehending. 

Yet he who repeats the Name will find himself set free. 

Hear me, my friend, for I long to hear 

The tale which is told in the company of the free.” 


G) Conclusion 


The bhakti movement, with popular Hinduism by its side, was a lively arena of 
contesting religious performances where scriptural authority, social acceptability, 
and mystical authenticity emerged in various alliances amongst each other. While 
the sants derided outward showy saintliness and sectarian symbols, the Vaisnavas 
chose to improve from within without giving up the externals. The sants spoke 
against the worship of ‘idols’, while the Vaisnavas saw the relationship with their 
beloved Deity as an unprecedented help in the deepening of their devotion. Some 
deprecated mere outward purity when the mind remained impure, while others 
laughed at lofty contemplation as being a mere excuse of lazy ascetics. Some reviled 
the incompetent priests, while others complained of low-caste opportunist saints 
who usurped the position of teachers and were bold enough to receive respect. Some 
strands of the bhakti movement decried frenzied pilgrimages and ritual bathing, 
proposing a personal bond with the Lord instead, while others considered the formal 
pious practices as part of their routine of purity and an expression of devotion. 

The vignettes of the bhakti movement sketched above perhaps give an inordinate 
stress on originality, breaking away from established norms, or religious syncretism. 
The presented saints are often an exception more than a rule, a few extremely 





70 Sykhmani, 1. 7, quoted in “Sikh Hymns to the Divine Name”, in Donald S. Lopez (Ed.), Religions of 
India in Practice (New Delhi, 1998). 


intuitive individuals with great integrity and a purified desire of attaining the Lord 
which pierces through layers of possible internal obstacles in their way. Rather than 
encouraging whimsical ‘search of God’ on one's own, the majority of the bhakti 
traditions have an exhaustive and developed scriptural backing, usually the 
Bhagavad-gità and the Bhagavata Purana, along with later expositions by the gurus of 
their particular lineage. Submission and fidelity to one’s preceptor is stressed to an 
extraordinary degree, and leaving one’s chosen teacher in search of ‘deeper truths’ is 
an unforgivable sin. In general, bhakti is quite uniformly understood as a genuine 
attempt of a deep connection with the Lord which should be free from all blemishes. 
The deliberation on what is to be given up and which practices are to be upheld is 
based rather strictly on the scriptures of the devotional path and the exemplary 
models of previous saints. 


O my prayers three times a day, all glory to you. O bathing, I offer my obeisances unto 
you. O demigods! O forefathers! Please excuse me for my inability to offer you my 
respects. Now wherever I sit, I can remember my Lord Krsna, and thereby I can free myself 
from all sinful bondage. I think this is sufficient for me.” 


Although most of the Vaisnava bhakti movements share a great majority of views 
and practices, this thesis will highlight the siddhantas and examples of the Gaudiya 
paramparä, on account of its being one of the most widespread bhakti movements, 
and due to the personal commitment of the author, which, it is hoped, could shed 
additional light upon the subject matter rather than obscure it. 





7! A verse traditionally attributed to Madhavendra Puri, a sixteenth-century saint and mystic. 
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smeráa bhalge-traya-paricitäa sáci-vistiréa-dámia 
vaaré-nyastádhara-kicalayám ujjvaläa candrakeéa 
govindákhyáa hari-tanum itaü keci-térthopakaéthe 
má preknimihás tava yadi sakhe bandhu-sa 1ge “sti raì gau 


My dear friend, if you are indeed attached to your worldly relations, do not look at 
the smiling face of Lord Govinda as He stands on the bank of the Yamuna at Kesi 
Ghat. Casting sidelong glances, He places His flute to His lips, which seem like newly 
blossomed twigs. His transcendental body, bending in three places, appears very bright 
in the moonlight. (Bhakti-rasamrta-sindhu, 1. 2. 239) 
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1. 1. Srila Ripa Gosvami 
1. 1. 1. His Life 


Srila Ripa Gosvami (1489-1564)”, a prolific writer of bhakti literature in the 
sixteenth century, was a direct and intimate disciple of Sri Krsna Caitanya 
Mahaprabhu (1486-1533). The main person shaping Rüpa Gosvami's views was of 
course his illustrious teacher, and the fact has been amply documented in many of 
the biographies of Sri Caitanya”, as well as in the mangaläcarana verses of the works 
of Sri Ripa Gosvami. The close relationship that existed between the two is most 
gracefully described by Kavi Karnapúra, another poet-scholar of the Caitanya- 
sampradäya, and the following verse composed by him is engraved in stone on one of 
the walls of the bhajana-kutira of Srila Rapa Gosvami, in the medieval Radha- 
Damodara temple in Vrndavana: 


priya-svarüpe dayita-svariipe prema-svarüpe sahajabhirüpe 
nijänurüpe prabhur eka-rüpe tatäna rüpe sva-vilasa-rüpe 


Srila Ripa Gosvami, whose dear friend was Svarúpa Damodara, was the exact 
replica of Sri Caitanya Mahäprabhu, and he was very, very dear to the Lord. 
Being the embodiment of Sri Caitanya Mahäprabhu’s ecstatic love, Ripa 
Gosvami was naturally very beautiful. Sri Caitanya Mahaprabhu blessed Srila 
Ripa Gosvami, the most competent receiver of His mercy, and empowered him 
to write about the forms and pastimes of the Supreme Lord.” 


Srila Ripa Gosvami was a descendant of wealthy Karnataka brahmanas who have 
moved to the eastern side of Bengal a few generations earlier. Himself, his elder 
brother Sanátana Gosvami and their younger brother Anupama (the father of Jiva 
Gosvami) became distinguished followers of Sri Caitanya Mahaprabhu. Even before 
meeting their master, Sri Ripa and Sri Sanätana were extremely learned and 
devotionally inclined. Because of their impeccable character and qualifications, they 
were forced by the Nawab of Bengal into his service, which they reluctantly 
accepted for fear of troubles for the people from the unpredictable Nawab Hussein 
Shah. As his trusted ministers, they settled in Ramakeli (today in West Bengal), 
close to the provincial capital in Gauda. There, they constructed a ‘Gupta 


™ These dates may be approximate (an overview of evidence found in Steven Rosen's The Six 
Goswamis of Vrindavan, New York 2002), and some indications are there that he could have lived 
longer. Others (Haberman, 2003) opine that Rupa Gosvami could have been born as early as 1470. 
Sanatana Gosvami's dates are usually given as 1488-1558, while their younger brother Anupama died 
early, leaving behind the young son Jiva. 

13 For example, Krsnadasa Kaviraja’s Caitanya-caritämrta, Madhya Ch. 19, Antya Ch. 1. The details of 
these accounts will be presented later on. 

74 Kavi Karnapüra, Sri Caitanya-candrodaya-nätaka, Act 9, verse 30. 








Vrndavana’ complete with sacred ponds and other geographic details of the abode of 
Sti Krsna in Vraja, and spent their spare time in studying the devotional scriptures. 
Even before having met Sri Caitanya, the depth of their spiritual emotions was 
unparallelled, as testified by the works written by them at that time. Sri Ripa 
Gosvami poured out his heart and his empathy for the suffering of the Vraja-gopis in 
two heart-rending works, the Hamsadüta and the Uddhava-sandesa.” 

When Mahäprabhu visited Ramakeli on his way to Vrndavana in the year 1514, 
Rüpa and Sanätana were able to meet with him personally. He blessed them heartily 
and predicted that they would soon be able to escape from their troublesome 
occupation. Indeed, shortly after receiving his consolation they succeeded in setting 
themselves free and could join the growing society of Vaisnavas under the banner of 
Sri Krsna Caitanya. The brothers met with their outstanding teacher a few times, 
during his travels and during his stay in Jagannatha Puri. He gladly spent time with 
them, instructing them in the intricacies of the devotional philosophy, and invested 
them with the responsibility of writing the scriptural basis of the sampradaya. His 
own written legacy, the Siksastakam, speaks volumes, and gives the highest 
precedence to the practice of nama-kirtana, so characteristic of Gaudiya Vaisnavism. 


ceto-darpana-märjanam bhava-maha-davagni-nirvapanam 

$reyah-kairava-candrika-vitaranam vidya-vadhü-jwanam 
anandambudhi-vardhanam prati-padam purnamrtasvadanam 

sarvatma-snapanam param vijayate $ri-krsna-sankirtanam 


Let there be all victory for the chanting of the holy name of Lord Krsna, which 
can cleanse the mirror of the heart and stop the miseries of the blazing fire of 
material existence. That chanting is the waxing moon that spreads the white 
lotus of good fortune for all living entities. It is the life and soul of all 
education. The chanting of the holy name of Krsna expands the blissful ocean 
of transcendental life. It gives a cooling effect to everyone and enables one to 
taste full nectar at every step. (Siksastakam, verse 1) 


Because of their previous association with persons outside of the Hindu social 
scheme, the exceptional brothers always maintained an extraordinary depth of 
humility. Sri Caitanya Mahaprabhu sent them to Vrndavana, the kingdom of bhakti 
and the childhood home of Sri Krsna, where they naturally grew into the respected 
spiritual doyens of the Vaisnavas living there. Intent on rekindling the glory of the 





75 The first describes the delirious state of the gopis in Vraja after the departure of Sri Krsna to 
Mathura, and their poetic attempt to send a swan messenger to Him. The second is a message of Sti 
Krsna, detained in Mathura by His parents, dictated to Uddhava to be read to the ladies in 
Vrndavana, consoling them and venting His own grief. These works remain the hidden treasure of 
the sampradaya to this day. 











forgotten sacred sites, they dreamt of a flourishing pilgrimage centre, and their 
dreams have come true. 

The great temple of Madana-mohana (Sri Krsna the enchanter of Cupid) on the 
Dvadasaditya Hill, arching over the sacred landscape near the Yamuna river, was 
established by Sanätana Gosvami, and was the first of the temples to be built in 
Vrndavana. The Deity appeared in his dreams, and the next day while begging alms 
in Mathura, he saw the same Deity in the house of a poor brahmana, Purusottama 
Chaube. The Deity appeared in the brahmana’s dream as well, and requested to be 
handed over to the Gosvami. Purusottama Chaube unwillingly gave in. Sanatana 
Gosvami took the Deity to nearby Vrndavana, a forested area at that time, and 
arranged for His worship in a little hut. The Gosvami hoped to be able to establish 
the worship in a grand way, and at times, the Deity Himself humorously demanded it 
from him.” Soon, with the help of a rich salt merchant Krishnadas Kapoor, an 
imposing temple for Madana-mohana was built on the bank of the Yamuna, in the 
1580s. Today, unfortunately, the temple is in a dilapidated condition and in custody 
of the Archaeological Survey of India. 
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16 Madana-mohana complained about the lack of salt in the hard rotis which the Gosvami prepared 
day in and day out for the Deity to eat, and the Gosvami, in the depth of intimacy in this humorous 
exchange, told the Lord to be patient, as he was an old man busy with writing books, and could not 
supply endless varieties of snacks and sweets to this demanding child. 














Shortly after the discovery of Madana-mohana, Rupa Gosvämi reestablished the 
worship of the centuries old Govindadeva Deity”. 


Carrying out Sri Caitanya's desire was difficult at first, and Sri Ripa lamented his 
inability to do so. While sitting on the banks of the Yamuna River, Ripa thought 
about the difficult task that lay before him. Just then, a young boy approached and 
asked the reason for his despondency. He told the boy of his mission to revive 
Vrndavana as a Vaisnava place of pilgrimage. Further, he informed the boy of his 
mission to build wonderful temples for the worship of Radha and Krsna, and to 
establish a scholastic and literary community for the production of systematic 
theology. After hearing Sri Rüpa’s elaborate explanation, the young boy gestured that 
he should follow him, and he led Sri Rúpa to a small hill.” 





Artistic adan of Radha Govinda, 
the Deities found and worshipped by Srila Rapa Gosvami 





1 Puränic records mention both of these Deities as having been originally installed by the great 
grandson of Sti Krsna, Vajranabha, who ruled the area of Vraja at the beginning of the Kali-yuga. In 
subsequent raids by the Muslims, the Deities were hidden, and found by the Gosvamis in mystical 
ways, often through dreams and auspicious omens that led them to where the Deity was hidden. 

78 Steven Rosen, The Six Gosvamis of Vrindavan, pp. 98-99. 








The boy said, “A marvelous cow comes to this place and sheds its milk. Think about 
what this means.” Listening to the boy's melodious voice and gazing at his beautiful 
form, Rúpa fainted and fell to the ground. When he regained consciousness, he 
realized what had happened, called the villagers together, and told them that Krsna as 
Govindadeva — the one praised in the scriptures as the presiding Deity of Vrndavana 
— was at this very place. They dug in the ground and found the black stone image of 
Govindadeva. (...) Gaudiya sources usually date this event in 1533.” 


For the next many decades, Srila Ripa Gosvami’s followers and sympathizers were 
engaged in building a breathtakingly grandiose seven-storeyed temple for 
Govindadeva, and it was finally completed in 1590. The land, the red sandstone from 
Rajasthan, and architectural work were coordinated and sponsored by wealthy 
servants of the Mughal emperor Akbar (1542-1605), most notably his Hindu ally 
from Rajasthan, Raja Man Singh of Amber (1540-1614). The building cost one crore 
rupees. Akbar issued land grants to as many as 35 temples in Vraja, and the temple of 
Govindadeva was treated as the center of royal patronage. 
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The kīrtana hall of the Govindadeva temple 





19 David L. Haberman, Journey Through the Twelve Forests — An Encounter with Krishna, p. 33. 














In design, the Govindadeva temple, with its accentuated angles and openings, has 
been glorified as an innovation in the field of temple architecture. Historians and 
experts in architectural development have described it as “the most interesting and 
elegant edifice that Hindu India has ever produced at least in Upper India, and the 
only one perhaps from which a European architect might even borrow a few hints"? 


Later on, in the second half of the seventeenth century, the Mughal kingdom was 
usurped by the tyrant Aurangzeb (1618-1707), great-grandson of Akbar. Akbar’s 
open-minded fascination with Hinduism was never appreciated at the Mughal court, 
and Aurangzeb took it upon himself to make the governance more strictly Islamic. 
The favorable royal support of Vrndavana declined; even more, many of the 
Vrndavana Deities were taken over the nearby Rajasthan border to safety and have 
narrowly avoided desecration. 

The Deity of Madana-mohana is now worshipped in a small town in Rajasthan, 
Karoli, within the fortress built by the medieval rulers of that princely state. The 
temple of Govindadeva suffered at the hands of Aurangzeb’s soldiers and remains a 
relic of its past glory”, but the original Deities of Radha and Govinda have timely 
been moved to Jaipur and remain there to this day, gracefully receiving worship in a 
temple inside the king’s palace. Sadly, both of the original Gosvami temples, and 
many others, remained in disrepair for centuries”. 

Often, the original temples in Vrndavana, the fate of which has now become the 
concern of a growing number of Vaisnavas, host replicas of the original Deities, 
called the pratibhü-mürtis. The oldest medieval temples in Vrndavana — among 
which the Radha-Damodara temple of Jiva Gosvami and the Radha-Ramana temple 
of Gopala Bhatta Gosvami are the most frequent stops of the pilgrims, remain 
centers of Gaudiya Vaisnava worship and culture. 


8 Rosen, p. 101, quoting from the publication prepared by the Ministry of Information and 
Broadcasting of the Indian government, entitled Temples of North India (New Delhi, 1968) pp. 20-21. 
*! Aurangzeb's proclivity towards demolition of Hindu edifices is known. The shameful destruction of 
the Govindadeva temple was ordered out of the emperor’s sheer vanity. As he inspected his 
dominions from the roof of his palace in Agra, he was offended to notice, on the other bank of the 
Yamuna, that the many dipas burning brightly atop the Govindadeva temple were higher than his 
palace. Enraged, he ordered the destruction of the three upper storeys of the temple. Even so, the 
kirtana hall that was not demolished is in itself a few storeys high, and must have had wonderful 
acoustic effects. 

82 Tt seems that after independence, the traditional forces in India have been overruled by the 
progressive parties seeking to uplift India with rapid industrial and economic development. Pandit J. 
'L. Nehru declared that the dams on the sacred rivers Ganga and Yamuna were ‘the new temples of 
secular India’, and the development of the area of Vraja as an important Hindu pilgrimage site was 
stifled. While the dams and the industrial waste have damaged the sacred rivers beyond repair, the 
area of Vraja is now again waking up due to jolts received from worldwide interest in its heritage. 
Movements like ISKCON have spread the fame of Vrndavana around the globe, and pilgrim: 
attendance — both native and foreign — is on the rise. However, some strategic vision an: 
coordination could keep the harmful side effects of popularization out of the sacred place. = ES 















1. 1.2. The Six Gosvámis of Vrndavana 


The direct Gosvami disciples of Sri Caitanya who have spent most of their lives in 
Vrndavana by his order, are traditionally referred to as “the Six Gosvamis”. Their 
approximate dates are usually given as follows? Ripa Gosvami (1489-1564), 
Sanatana Gosvami (1488-1558), Jiva Gosvami (1513-1598), Raghunatha Dasa 
Gosvami (1495-1571), Raghunatha Bhatta Gosvami (1505-1579), Gopala Bhatta 
Gosvami (1503-1578). 





The Six Gosvamis of Vrndavana 


Their lives and teachings have left an indellible mark on the culture of Vrndavana, 
and are shaping the spiritual pursuits of Gaudiya Vaisnavas for generations to come. 
A touching poem about them was composed by one of their contemporary students, 
Srinivasa Acarya®*. 

nänä-sästra-vicaranaika-nipunau sad-dharma-samsthapakau 
lokänam hita-karinau tri-bhuvane manyau Saranyakarau 
radha-krsna-padaravinda-bhajananandena mattälikau 
vande rüpa-sanátanau raghu-yugau $ri-jiva-gopalakau 





83 The dates are quoted from Steven Rosen's work The Six Gosvamis of Vrndavan. 

84 Srinivasa Äcärya was an influential member of the Gaudiya line, who, after having studied under 
Srila Jiva Gosvami, was an extremely successful preacher in Orissa. This is verse two of his Sad- 
gosvamy-astaka. Translation is taken from The Songs of the Vaisnava Acaryas. 





I offer my respectful obeisances unto the Six Gosvámis, who are very expert in 
scrutinizingly studying all the revealed scriptures with the aim of establishing eternal 
religious principles for the benefit of all human beings. Thus they are honored all over 
the three worlds, and they are worth taking shelter of because they are absorbed in the 


mood of the gopis and are engaged in the transcendental loving service to Radha and 
Krsna. 


To this day, the influence of Sri Caitanya Mahaprabhu is most visibly felt in 
Northeastern India, the home of his numerous followers and their descendants”. 
Bengal and Orissa, and even Bangladesh, still reverberate with the memory of this 
exceptional saint and revolutionary. According to Mahaprabhu’s own prediction, 
the chanting of the names of Sri Krsna, associated with the person who has triggered 
such a massive devotional movement in sixteenth-century India, has now spread 
throughout the world”. This amazing historical development, besides being a natural 
outcome of the prediction, can be attributed to the openheartedness and broad 
vision of a few Gaudiya äcäryas, most notably Srila Bhaktivinoda Thakura (1838- 
1914) and his illustrious son Srila Bhaktisiddhanta Sarasvati Thakura (1874-1936). 

Nineteenth century Bengal was a hubbub of deliberation on religious matters. As a 
reaction to superstitious forms of Hinduism, the Christian missionaries flourished 
with their criticisms of certain Hindu social evils (while themselves remaining firmly 
rooted in the social evils of their own culture). The two worlds met, and to some 
within the Indian élite, the Western world suddenly had a greater appeal. The neo- 
Hindu movements sprang up, trying to justify the Vedic ways and social restraints, 
while trying to wash away the stain of impropriety from the face of Hindu dharma”. 

The current opinion in such circles was that the tenets of Gaudiya Vaisnavism 
preached by Sri Caitanya centuries ago have been blurred with the overgrowth of 
improper practice, and it took an uncompromising saint of the stature of Srila 


35 The term Gaudiya is actually geographic, it means “from Gauda, or Bengal". (Gaudiya Vaisnavism is 
thus synonymous with Bengal Vaisnavism.) Although the two main centers of the Gaudiya 
sampradaya are Bengal and Vraja, the term has come to designate all followers of Sri Caitanya 
Mahaprabhu, regardless of origin or place of residence, and has recently been extended further even 
out of India. 

86 The same is reflected in the research works on Ripa Gosvami and Bengal Vaisnavism as well. Most 
of the Indian publications which address the Gaudiya sampradäya have been done by natives of 
Bengal and Orissa. Of the three existing dissertations on Ripa Gosvami done at Banaras Hindu 
University, two have been done by Bengali ladies (Rita Banerjee, 1972, and Devika Majumdar, 1995), 
while the first was done by Mrs. Premlata Sharma (in 1954) whose parents were actively involved in 
the mission of Srila Bhaktisiddhanta Sarasvati. 

87 Prthivite ache yata nagaradi-gráma, sarvatra pracára hoibe mora nama, quotation from the Caitanya- 
bhagavata of Vrndavana Dasa Thakura, Antya 4. 126. 

88 Most well-known are the Arya Samaj started by Dayananda Sarasvati, Brahmo Samaj started by 
Ram Mohan Roy, and the Ramakrsna Mission started by Swami Vivekananda. An interesting study is 
available in: Harold G. Coward (Ed.), Modern Indian Responses to Religious Pluralism (Delhi, 1987). 
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Bhaktisiddhanta Sarasvati to purify the public assessment of Vaisnavism His 
mission, the Gaudiya Math, was an impressive net of active missionaries and scholars 
owing allegiance to their outstanding äcärya. One of his direct disciples was Sri 
Srimad A. C. Bhaktivedanta Swami Prabhupäda (1896-1977), the Founder-Acarya of 
ISKCON, known to the world as the person who transplanted Gaudiya Vaisnavism 
to the West.” pi 

The success of the movement in the West made news in India and helped Indians 
realize the hidden potential of their own dharma, holy places and culture. Today, 
every weekend, hundreds and thousands of visitors from Delhi pour into the sacred 
town of Vrndāvana, between Agra and Mathurā. United efforts of foreign 
volunteers and native forces are waking up Vrndāvana, out of the stupor of mindless 
pollution of the holy river Yamunā, and industrial development which does not have 
its place in the sacred dhāma”. 





The Hill of Vyomásura i in NUR visited by EE 





8% He was known to have chased impostor Vaisnavas with a stick if he chanced to catch sight of them. 
90 According to internal information, ISKCON has more than 400 centers around the world, and its 
publication trust has to date distributed cca. 461,970,000 pieces of Vedic literatures worlwide. One of 
its precious publications is a devotionally inspiring summary study of Srila Rúpa Gosvami's Bhakti- 
rasämrta-sindhu, entitled The Nectar of Devotion, translated into many major languages of the world. 
?! Due to insensitivity of the authorities, a heavy truck traffic road goes right over the sacred Hill of 
Govardhana at Dana Ghati. Sadhus have often fought for the preservation of the holy sites, trying to 
ward off plans about using many hills in Vraja as building material. The plan of building a railway line 
direcly over the Govardhana Hill was given up at the last moment due to exasperated protests from 
the local sádhus. 
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Yet even in the midst of the modern turmoil, so markedly characterized by turning 
away from traditional values, the holy town of Vrndavana still offers its shelter to 
the pilgrims greedy of spiritual experience. Resembling the atmosphere of the 
medieval community of bhakti saints who understood this sacred space to be the 
veritable copy of the divine abode of Goloka, the mood of Vrndavana brings the 
bhakti-Sastras to life, and makes them as meaningful as they were five hundred years 
ago, or five thousand. For centuries, Vaisnavas of diverse sampraddyas have been 
approaching Vrndavana in the humble spirit of anticipation, hoping that the real 
spiritual Vrndavana will open up in front of their eyes. With the help of the written 
works of the Gosvamis, the preparation, both in theory and practice, is now easily 
available to any sincere seeker. With such a background, to visit Vrndavana, this 
child of Ripa and Sanätana Gosvámis, and to see their magnificent temples and 
their samadhi tombs promises to be an experience of deep community with saints 
and Divinities only seemingly away from our vision. 








Srila Rupa Gosvami’s Samadhi Tomb, Radha-Damodara Temple, Vrndavana 


Understanding Srila Ripa Gosvami in the traditional context will shed light on his 
unique position within the sampradaya, and explain the extreme levels of veneration 
directed at him even so many years after his physical departure. The introduction to 
the book The Six Goswamis of Vrindavan, of whom Srila Ripa Gosvami is the 
undisputed leader, opens with a straightforward revelation of their inner lives: 
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Although there are teachers who today carry the title “Goswami” or its derivative 
“Swami” (literally, “one who has mastered his senses”), they generally fall short of the 
standard set by the Six Gosvámis under discussion, who, according to the Vaisnava 
tradition, are considered more than mere theologians or even great saints. They are 
eternal associates of the Lord, descending to assist Him in His mission of reclaiming 
the fallen, conditioned souls. 

In this context, the Six Gosvämis are viewed as mañjaris, the intimate maidservants 
and assistants of Radharani in the spiritual world. There they engage in the highest 
service to the Lord by making various arrangements for His pleasure, and at the same 
time, in the terrestrial realm, they assist Sri Caitanya Mahaprabhu in making His 
mission accessible to the world at large. 

Remembering throughout that the Gosvamis are actually nitya-siddhas, or “eternally 
liberated souls”, it becomes easier to understand their lila (or “play”), as they each 
externally adopt the guise of ordinary human beings. Their inner meditation is always 
fixed on the lotus feet of the Lord. Given this reverential perspective, some 
biographical information will not stray our readers from the traditional understanding 
of the Gosvamis’ ontological position. 


Through the dissertation, hopefully, the goal of the practice of bhakti for the 
followers of the Gosvamis of Vrndavana will emerge in its sound logic and 
attractiveness. For someone who has experienced the blossoming of devotional 
sentiments in relation to the Supreme Lord, life beyond mere liberation becomes full 
of meaning and real relationships. In that real world of the Gaudiya Vaisnavas, Sri 
Ripa Gosvami has a place of unprecedented importance. As the leader of the young 
gopis called mafijaris, she, Ripa Mañjari, takes care of the combined service of the 
young maidens to the Divine Couple, Sri Sri Radha and Krsna, in Goloka-dhama. 

A close friend and colleague of Srinivasa Äcärya, the author of the Sad-gosvamy- 
astaka quoted above, was Srila Narottama Dasa Thakura. Melting Bengal with his 
mellifluous poems, he has dedicated many of his poetic outbursts to the ultimate 
perfection of life — entering the divine abode of Goloka as a servant of Sri Radha 
under the shelter of Sri Rapa Mañjari. One of his poems is a tribute to that most 
enigmatic personality of the Gaudiya-sampradaya. 


$ri-riipa-maiijari-pada, sei mora sampada 
sei mor bhajana püjana 

sei mora prana-dhana, sei mora abharana 
sei mora jivaner jivana 


sei mora rasa-nidhi, sei mora vañcha-siddhi 
sei mora vedera dharama 
sei vrata, sei tapa, sei mora mantra-japa 
sei mor dharama karama 
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anukúla ha'be vidhi, se pade hoibe siddhi 
nirakhibo ei dui nayane 
$ri rúpa-madhuri-rasi, prána-kuvalaya-$asi 
praphullito habe nisi dine 


tuwa adarsana ahi, garale jaralo deht 
ciro dina tapita jivana 
hà hà prabhu! koro doya, deho more pada-chaya 
narottama loilo $arana 


The lotus feet of Sri Rüpa Mañjari are my real wealth. They are the object of my 
devotion and worship. They are the treasure of my heart, and they are my ornaments 
and the life of my life. 

For me they are the reservoirs of all rasa and the conclusion of the religion of the 
Vedas. They are the fulfillment of all my desires and the goal of all my vows, my 
austerities, my religious activities, and the chanting of my mantra. 

By the power of those lotus feet my activities will become favorable to devotion, I will 
achieve spiritual perfection, and with these two eyes I shall be able to actually see. 
Both day and night the exquisite beauty of Sri Rüpa Mañjari will shine like the 
brilliant full moon upon the lotus of my heart, soothing my afflicted soul. 

O Rüpa Mañjari, the venom of the snake of separation from you has enfeebled my 
soul, and now my life is ever afflicted and distressed. Alas! Please have mercy and give 
me the shade of your lotus feet. Narottama dasa has taken refuge.” 


Alongside — or rather above — the inner identity of the Gosvamis stands the 
esoteric understanding of the identity of their Master, Sri Krsna Caitanya 
Mahäprabhu (1486-1533). The many biographies of this amazing saint, of which the 
Caitanya-bhagavata of Srila Vrndavana Dasa Thakura, and the Caitanya-caritamrta 
of Srila Krsnadasa Kaviraja Gosvami are the most important and widely known, all 
reiterate the confidential understanding of the descent of Sri Caitanya. He is 
venerated as the hidden incarnation of Sri Krsna in the role of His own devotee, or 
the combined incarnation of Sri Radha and Sri Krsna, the Divine Couple 
worshipped by the Gaudiya Vaisnavas. 





?? Narottama Dasa Thakura’s poems are preserved in two collections, the Prarthana and the Prema- 
bhakti-candrika. The quoted poem is from Prarthand. Translations are taken from the Songs of the 
Vaisnava Äcäryas, Bhaktivedanta Vedabase. 

9 In his youth, he was known in native Nadiya (today in West Bengal) by the title Nimai Pandita, 
while his given name was Visvambhara. His parents were brahmanas, Sri Jagannatha Misra and 
mother Saci Devi. After taking sannydsa in 1510, he was known as Sti Krsna Caitanya Mahaprabhu. 
His sannyása guru, Kesava Bharati, who gave him that name in the sannydsa ceremony, justified it 
with the fame that has already spread about Mahaprabhu’s contagious love of God: “Sti Krsna 
Caitanya” means one who enlivens everyone with the chanting of the name of Sri Krsna. 
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A beautiful mangalacarana verse in the opening of the Lalita-madhava-nátaka, 
composed by Sri Ripa Gosvami, unfolds the mystery of Mahaprabhu’s descent. It is 
quoted below, along with two verses composed by the intimate personal secretary of 
Sri Caitanya, Srila Svarüpa Damodara Gosvami”. 


anarpita-carim cirät karunayävatirnah kalau 
samarpayitum unnatojjvala-rasäm sva-bhakti-Sriyam 
harih purata-sundara-dyuti-kadamba-sandipitah 
sada hrdaya-kandare sphuratu vah saci-nandanah 


May the Supreme Lord who is known as the son of Srimati Saci-devi (Sri Caitanya) 
appear in the innermost chambers of your heart. Resplendent with the radiance of 
molten gold, He has appeared in the Age of Kali by His causeless mercy to bestow what 
no incarnation has ever offered before: the most sublime and radiant mellow of pure 
devotion, the mellow of mädhurya-bhakti-rasa. 


radha-krsna-pranaya-vikrtir hladini-$aktir asmad 
ekatmànav api bhuvi pura deha-bhedam gatau tau 
caitanyakhyam prakatam adhuna tad-dvayam caikyam äptam 
radha-bhava-dyuti-suvalitam naumi krsna-svarüpam 


The devotional love of Sri Radha and Krsna is the transcendental manifestation of the 
Lord's internal hladini-Sakti. Although Radha and Krsna are one in Their identity, 
They separated Themselves eternally. Now these two personalities have again united, 
in the form of Sri Krsna Caitanya. I bow down to Him, who has manifested Himself 
with the sentiment and complexion of Srimati Rädhäräni although He is Sri Krsna 
Himself. 


$ri-radhayah pranaya-mahima kidrso vanayaiva- 

svädyo yenddbhuta-madhurima kidr$o va madiyah 
saukhyam cäsya mad-anubhavatah kidrsam veti lobhat 
tad-bhävädhyah samajani $aci-garbha-sindhau harinduh 


Desiring to understand the glory of Radharani’s love, the wonderful qualities in Him 
that She alone relishes through Her love, and the happiness She feels when She 
realizes the sweetness of His love, the Supreme Lord Hari, richly endowed with Her 
emotions, appeared from the womb of Srimati Saci-devi, as the moon appeared from 
the ocean.” 





9% After quoting these verses in his work, the author, Srila Krsnadasa Kaviraja Gosvami, bitterly adds: 
“All these conclusions are unfit to be disclosed in public. But if they are not disclosed, no one will 
understand them. Therefore I shall mention them, revealing only their essence, so that loving 
devotees will understand them but fools will not.” (Caitanya-caritamrta, Adi-lila, 4. 231-32) A 

95 All these three verses are included in the introductory chapters of the Caitanya-caritamrta (Adi- 
lila, 1. 4-6, and the subsequent chapters) 
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Sti Caitanya, during his sojourn in this world, was surrounded by thousands of 
committed followers. Due to the particular philosophical underpinning of the 
sampradaya and its cherished goal of attaining the intimate association of the Divine 
Couple in Their divine abode, these high-souled Vaisnavas seemed to be expert at 
switching promptly between their present existence and the spirit-world of their 
cherished destination. Documenting these techniques for attaining the perfection of 
devotion, and entering the world made of devotional feelings was chiefly the work of 
Sri Ripa and Sri Sanatana Gosvamis. 

Although highly qualified and not even considerably younger than their master, 
the Gosvámi brothers were unequalled in their expressions of humility and 
submission to him. Mahaprabhu so orchestrated the turn of events that they were 
amply blessed by all of his other intimate associates who might perhaps feel surprised 
that the two brothers, without having much personal association of their master, are 
obviously extremely favored by him, to the point where he left the literary legacy of 
his creed in their hands, trusting them completely. 


1.1.3. Srila Rüpa Gosvami's Works 


A traditional list of his writings can be divided into the following categories”: 


- bhakti-kavya 
- — bhakti-natya 
- philosophical and theological works 


The works classified under kavya include the Padyavali, an anthology of verses on 
bhakti collected personally by Ripa Gosvami (some of the verses in the collection are 
his own as well), the Harnsadiita and the Uddhava-sandesa. All of his separate poems 
and glorifications (Utkalika-vallari, Govinda-birudävali, Premendu-sagara to name a 
few, and various astakas in praise of the Lord) are collected in the Stava-mala. 

In the nátya category stand the three jewels of dramas on the theme of Krsna-lila, 
the two natakas, Lalita-madhava and Vidagdha-madhava, and the shorter Dana-keli- 
kaumudi, a bhanika. Ripa Gosvämi also penned a guide for Vaisnava writers of 
drama, the Nataka-candrika. 

Among his theological writings, the Bhakti-rasamrta-sindhu is certainly most well- 
known. Its sequel, the Ujjvala-nilamani, purposely kept apart and away from the 





% The list of works of Ripa and Sanatana Gosvamis is supplied by their nephew Jiva Gosvami at the 
end of his abridgement of Sanatana Gosvami’s commentary on the Bhagavata Purana. A reliable 
account of all the Gosvami writings, as well as their editions and translations published mostly in 
Bengal, is found in S. K. De, Early History of Vaisnava Faith and Movement in Bengal, Calcutta 1961, 
pp. 146-165. 
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limelight, deals with the details of the highest expressions of devotion in the manner 
of the Vraja-gopis, and is the reading material of paramahamsas who have overcome 
the urges of flesh. That work shall not detain us much”. Another philosophical work 
useful to beginners in bhakti is his Laghu-bhagavatamrta, while the Brhad- 
bhägavatämrta was the divinely inspired outpouring of his brother, Srila Sanatana 
Gosvami. Another work of Sri Ripa Gosvami, the Radha-Krsna-ganoddesa-dipikd, is 
a detailed list of the associates of Radha and Krsna in the spiritual abode of Goloka, 
a piece of information highly valued in the sampradaya which cherishes the return 
of the lost jivas to that abode as its prime objective”. Two of his concise collections 
of eleven verses are famous, one is the Upadesamrta, compact advice to budding 
sadhakas on the path of bhakti, and the second the Asta-kaliya-smarana-mangala- 
stotra, describing the divine lila in Goloka in the eight phases of the day”. 

We are here primarily concerned with the Bhakti-rasamrta-sindhu and Ujjvala- 
nilamani as the main works of the Gaudiya-sampradaya on Vaisnava aesthetics. The 


most important commentators of Ripa Gosvami’s works on bhakti-rasa are the 
following: 


- his nephew, Srila Jiva Gosvämi commented on both Bhakti-rasamrta-sindhu 
(Durgama-sangamani-tikä) and Ujjvala-nilamani (Locana-rocani-tika), and 
devoted another work to the aesthetics of rasa (the Rasamrta-sesa), while also 
dealing with the topic of bhakti-rasa to some extent in his philosophical 
treatises Priti-sandarbha and Bhakti-sandarbha, 

- another member of the Caitanya-sampradaya, Srila Visvanätha Cakravarti 
Thàkura (beginning of the 18% century) also wrote commentaries on both of 
Rapa Gosvami’s works on aesthetics (the Bhakti-rasamrta-sindhu-bindu and 
the Ananda-candrika respectively, while his Ujjvala-nilamani-kirana is a short 
summary of Rüpa Gosvami's Ujjvala-nilamani) 





?! While cautiously dealing with the Smigdra-rasa in the Bhakti-rasamrta-sindhu, Ripa Gosvami 
writes: nivretanupayogitvad duruhatvad ayam rasah / rahasyatväc ca samksipya vitatango “pi likhyate, 
“Even though this rasa is extremely vast, it is discussed here only in abridged form, because it has a 
very secret nature, it is difficule to understand, and its detailed description is not useful for those who : 
are averse to it due to equating it with mundane $rigara.” (BRS. 3. 5. 2) 

98 It is extended to the associates of Sri Caitanya in the Gaura-ganoddesa-dipika by Stila Kavi 
Karnapüra, matching both lilas and revealing all participants as having double perfectional roles. 

99 Ir served as a matrix to later Gaudiya äcäryas, for more detailed descriptions of the Goloka-lila, used 
as literary props for lila-smarana. Srila Krsnadäsa Kaviraja Gosvamt is explicitly indebted to the Asta- 
kaliya-smarana-mangala-stotra, in his Govinda-lilamrta. 
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1.2. The Bhakti-rasamrta-sindhu 


The Bhakti-rasámrta-sindhu'?, “The Ocean of the Nectar of Devotion”, is a 
literary religious-cum-aesthetic masterpiece in Sanskrit verses"!, [t is presented 
poetically as an ocean, divided into four cardinal directions, vibhagas. In each of the 
vibhagas, the chapters are called laharis or waves”. 

The first, pürva-vibhäga or eastern side, introduces the three stages of attaining 
prema or love towards God: sádhana-bhakti, bhava-bhakti and prema-bhakti. Rüpa 
Gosvämi quotes extensively from the Bhagavata Purana, to give a foundation to the 
theory of bhagavad-bhakti-rasa. He states that Krsna-rati, love towards Krsna, is the 
sthäyi-bhäva, which, when intensified through the other components of the aesthetic 
experience, becomes Krsna-bhakti-rasa. 

Daksina-vibhága or the southern side leads us through the concepts of aesthetic 
experience of the Nätya-sästra to a life of devotion to Sri Krsna. Ripa Gosvami 
defines and descibes all the components of aesthetic experience, namely the 
vibhavas, anubhävas, sättvikas, vyabhicaris and the sthayi-bhava. 

Pascima-vibhäga, the western side, deals with the sthayi-bhava, stated before to be 
Krsna-rati: it is divided into five flavors according to the capacity of the devotees. 
Ripa Gosvami thus conceives of the simultaneous unity and diversity within bhakti- 
rasa. He divides it into santa, dasya, sakhya, vatsalya and madhurya (Srigdra). These 
are called mukhya-rasas in his system. The five kinds are successively more and more 
overwhelming and intimate. The classification criterium is the increasing sense of 
my-ness towards the Lord, and the subsequent decrease of awe, while the intimacy 
grows stronger. 

Uttara-vibhága or northern side treats the seven remaining rasas of Bharata (hásya, 
karuna, raudra, vira, bhayanaka, bibhatsa), to which Ripa Gosvami gives a 
subordinate position, stating that they attain the status of bhakti-rasa only when 
connected to mukhya-krsna-rati. 





19% Numerous editions and a few translations have been published so far. Traditional editions of the 
Gaudiya Sástras (set in Bengali characters) were done from the Radharaman Press, Berhampur and 
Murshidabad; by Haridasa Dasa of the Haribol Kutir in Navadvipa; and by Puridasa Mahäsaya, a 
scholarly disciple of Srila Bhaktisiddhanta Sarasvati Gosvami. Another one of his disciples, Bhakti 
Hriday Bon Maharaja, published a partial English translation of the BRS in 1965, not specifying the 
texts he worked with. S. K. De in his History (1961) uses the Radharaman Press edition (1924), and 
notices that another edition exists by Damodara Goswami published in the Achyuta Grantha Mala 
Series, Varanasi 1932. David Haberman’s translation (2003) utilizes the edition of Puridäsa (which in 
turn was prepared from four different manuscripts) and takes additional help from the editions by 
Haridasa Dasa (Haribol Kutir, Navadvipa, 1945) and Syamadasa Hakim (Harináma Press, Vrndavana, 
1981). The translators remark that there is very little disparity among the different manuscripts. 

101 The last verses in it state that it was completed in the year 1541. S. K. De, p. 162. 

102 § K. De, p. 170-203, presents a summary of the contents of the Bhakti-rasamrta-sindhu. The list of 
laharis of the four vibhagas is given in a simple sketch in Appendix 1. 
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1.3. Srila Ripa Gosvami's Definition of Bhakti 


1.3. I. Verses from the Bhakti-rasamrta-sindhu 


In the writings of Srila Rüpa Gosvämi, we encounter a few related definitions 
concerning bhakti. For the Gaudiya Vaisnavas, bhakti is closely connected to the 
terms rati, äsakti, bhdva and prema. All these often denote similar emotional states, 
but there are nevertheless slight nuances in the meaning. Most often, the difference 
lies in the intensity, or the gradual thickening of the spiritual sentiment up to its 
highest, purest expression. First, at the outset of the Bhakti-rasämrta-sindhu, Rüpa 
Gosvämi sets the standard for pure devotion in two compact verses composed by 


himself. 


anyabhilasita-Sanyam ¡jñana-karmady-anávrtam 
änukülyena krsnänu- Silanam bhaktir uttama 

klesa-ghni Subhada moksa- laghuta-krt sudurlabha 
sandrananda-visesarma Sri-krsnäkarsini ca sa 


The highest form of bhakti is devoid of selfishness, and is never covered by speculative 
jñana or ritualistic karma. Bhakti means to favorably serve and worship the Lord. Such 
bhakti wipes away all suffering, bestows all auspiciousness, it surpasses mere salvation, 
and it is extremely rare. It consists of concentrated bliss and it attracts the Lord. 
(Bhakti-rasämrta-sindhu, 1. 1. 11, 17)!% 


The second lahari of the púrva-vibhaga begins with the division of bhakti into three 
categories, sadhana, bhava and prema. The definition of sádhana-bhakti is: 


krti-sadhya bhavet sadhya- bhava sa sadhanabhidha 
nitya-siddhasya bhavasya  prakatyam hrdi sadhyata 


Action of the senses, which produces the stage of bhava, is called sadhana-bhakti. This 
attained state of bhava-bhakti (sadhyata) is an eternal sthayi-bhava which is not 
created, but simply manifests within the soul by the spiritual energy of the Lord. (BRS, 
i 2, 2) 


The third lahari deals with bhava-bhakti: 


Suddha-sattva-visesatma  prema-súryamsgu-samya-bhak 
rucibhi§ citta-masrnya- krd asau bhava ucyate 





103 | work with the English translations by Bhanu Swami (Chennai, 2006), Bon Maharaja 
(Vrndävana, 1965) and David Haberman (New Delhi, 2003). Among the three, I choose a translation 
that sounds most convincing and well-formed, and at times add or detract parts of it, to facilitate 
smooth reading. 
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premnas tu prathamavastha bhäva ity abhidhiyate 
sattvikah svalpa-matrah syur aträsru-pulakädayah 


That part of bhakti is called bhava, whose essence is the samvit and the hladini-sakti; 
which is a ray of the sun of prema which will soon rise in the heart, and which softens 
the mind with its rays'*, Bhava is the preliminary state of prema. At this point, a few 
sattvika-bhavas such as tears or horripilation may appear. (BRS, 1. 3. 1) 


Bhäva or rati towards Sri Krsna is further explained in the following way: 


avirbhúyo mano-vrttau vrajanti tat-svarüpatàm 
svayam-prakasa-riipapi bhasamäna prakasyavat 
vastutah svayam ásvádah svarüpaiva ratis tv asau 
krsnädi-karmakäsvada-  hetutvam pratipadyate 


Appearing in the mental functions, bhava becomes the mental state itself. Although 
bhava is self-revealing, it appears to become manifest by the mind. Although in its 
essential nature bhava is taste itself, it also acts as a cause of tasting the pastimes of Sri 
Krsna and His associates. (BRS, 1. 3. 4-5) 


Rüpa Gosvami concludes the chapter dealing with bhava with a few further 
descriptions of it. He speaks of it as lokottara-camatkara-karakah sarva-Sakti-dah’, as 
more amazing than anything in this world, and the bestower of all powers (BRS, 1. 3. 
58). Bhava is equated with rati, ripe attachment to the Lord. 


ratir anisa nisargosna prabalataränanda pürarüpaiva 
usmánam api vamanti sudhamsu-koter api svadvi 


Love (rati) is an abundant stream of bliss that continually pours forth warmth. Even 
though it is warm (because of the incessant desire to please the Lord), it is cooler and 
sweeter than a billion moons. (BRS, I. 3. 61) 


In the fourth lahari of the pürva-vibhaga, Ripa Gosvami describes the last stage, 
prema: 


samyan masrnita-svänto mamatvätisayankitah 
bhavah sa eva sandratma budhaih prema nigadyate 


When the bhava softens the heart completely, and becomes extremely condensed, and 
when it is marked by a high degree of mamatva (possessiveness), it is called prema by 


the wise. (BRS, 1. 4. 1) 





104 Srila Jiva Gosvami, in his commentary Durgama-sangamani-tikä, glosses the word rucibhih (by rays) 
as ‘by desires for meeting the Lord, serving Him, attaining His friendship etc’. (Bhanu Swami, p. 357) 
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This wraps up the preliminary treatment of bhakti in its three stages in the four 
laharis of the pürva-vibhäga. His definitions of bhava-bhakti and prema-bhakti are in 
consonance with the philosophical tenets of Gaudiya Vaisnavism which postulate, 
aside from the jivas and the dull matter (prakrti), a third energy of the Supreme 
Lord, generally known as the internal potency (antaranga-sakti, svarapa-sakti, cit- 
Sakti, daivi-Sakti)'*, That personal potency of the Supreme which is the support of 
the spiritual world and enhances the loving exchanges between the Lord and His 
pure bhaktas, is further divided into three categories, samvit (omniscience), sandhini 
(omnipotence) and hladini (the potency of supreme joy, bliss). The revelation of 
bhakti in the individual heart is a flash of that internal hladini potency, which always 
exists in the pure spirit soul but is covered due to material contamination. 


nitya-siddha krsna-prema ‘sädhya’ kabhu naya 
$ravanadi-Suddha-citte karaye udaya 


Pure love for Krsna is eternally established in the hearts of the living entities. It is not 
something to be gained from another source. When the heart is purified by hearing 
and chanting, this love naturally awakens. (Caitanya-caritamrta, Madhya 22. 107) 


Srila Jiva Gosvami makes a similar point in his Priti Sandarbha: tasya hladinya eva 
kapi sarvananda-atisayini vrttir nityam bhakta-vrndesu eva niksipyamana bhagavat- 
prityakhya vartate. “An aspect of that hladini-sakti which has the ability to surpass all 
possible joy, is forever entrusted to the hearts of the qualified devotees, and is called 
bhagavat-priti.”!% 

Nevertheless, its revelation must be preceded by qualification, and although the 
Gosvamis acknowledge rare cases of special grace of the Lord, the safe process 
remains humble sädhana-bhakti, which has the power to lead to bhava-bhakti and on 
to prema. 


sädhanäbhinivesena krsna-tad-bhaktayos tatha 
prasadenati-dhanyanam bhavo dvedhabhijayate 
ädyas tu prayikas tatra dvitiyo viralodayah 


Bhava appears in the hearts of the devotees in two possible ways: by absorption in 
sadhana, or, for the extremely fortunate, by the mercy of Sri Krsna or His devotees. 
The first is generally the case, the second is rare. (BRS, 1. 3. 6) 





105 Quoted in Jiva Gosvamis commentary to the definition of bhava in BRS, as a verse from Visnu 
Purana, 1. 12. 69: hladini sandhini samwit tvayy eka sarva-samSraye, “The three potencies hladini, 
sandhini and sarhvit combined are the same internal energy of You who are the shelter of everything.” 
106 Priti Sandarbha, quoted in: Jadunatha Sinha, Jiva Gosvamis Religion of Devotion and Love 
(Varanasi, 1983), p. 248. 
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A famous pair of verses in the Bhakti-rasamrta-sindhu sketches the progressive 
development of qualification from sadhana, through bhava, up to premä: 


ädau $raddhà tatah sadhu- sango “tha bhajana-kriya 
tato ‘nartha-nivrttir syad tato nistha rucis tatah 
athasaktis tato bhavas tatah premabhyudañcati 
sadhakanam ayam premnah prädurbhäve bhavet kramah 


In the beginning there must be faith (Sraddha). Then one becomes interested in 
associating with the devotees (sadhu-sanga). Thereafter one is initiated by the spiritual 
master and begins to practice regulated sadhana-bhakti (bhajana-kriya). Thus one is 
freed from all unwanted habits (anartha-nivrtti) and becomes firmly fixed in devotion 
(nistha). Thereafter, one develops a preliminary taste for serving the Lord (ruci), and 
later, spontaneous attachment to Him (dsakti). Gradually emotions intensify (bhava), 
and finally there is an awakening of love (prema). (BRS, 1. 4. 5-6) 


The scholastic tradition of the Gaudiya-sampradaya invested its talents into 
elucidating these steps to prema. Of the works written for the orientation of the 
sädhakas, the Madhurya-kadambini of Srila Visvanätha Cakravarti Thakura (18% 
century), and the Harindéma-cintamani and Jaiva-dharma of Srila Bhaktivinoda 
Thakura (19% century) are most well-known. Another short work of Srila Rapa 
Gosvami, the Upadesamrta, is a collection of advice for sadhakas from the first step 
to the highest, in eleven condensed verses. As is appropriate, these writings devote a 
great deal of attention to the stages leading to nistha (steady devotional practice), 
and scrutinizingly deal with the possible kinds of anarthas, or undesirable traits of 
character and behavior in a sadhaka. Only after nistha is attained, it finally becomes 
justifiable and meaningful to ruminate about one’s budding sentiments towards the 
Lord. 

In the Bhakti-rasamrta-sindhu, Srila Rupa Gosvami closes the discussion on prema 
with the remark that these stages described so far, leading up to prema, which is 
indeed an extremely rare attainment, are the general guideline for ordinary mortals 
who stumble and climb up on the path of sadhana-bhakti. Further extraordinary 
refinements of prema may only develop within the spiritual body of a perfected 
devotee and not within the materially limited bodies we now inhabit. These higher 
stages of prema beyond the point of liberation have not been delineated in the 
Bhakti-rasamrta-sindhu (their technical names are sneha, mana, pranaya, raga, 
anuräga, bhava and mahabhava)'”. The last few levels of those are experienced only 
by the nitya-siddha associates of the Lord. 





107 They are described extensively in the Ujjvala-nilamani, Chapters 15 and 16. 
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1.3. 2. Other Devotional Scriptures on Bhakti 


Other devotional scriptures offer similar descriptions of gradual progress in bhakti, 
and among them the Bhagavata Purdna is certainly the most eloquent. A series of 
verses from its First Canto are an introduction to establishing a relationship with 
the Lord, analogous to the points expressed in the Bhakti-rasamrta-sindhu. 


$rnvatám sva-kathah krsnah punya-Sravana-kirtanah 
hrdy antah-stho hy abhadräni vidhunoti suhrt satam 
nasta-präyesv abhadresu nityam bhagavata-sevaya 
bhagavaty uttama-Sloke bhaktir bhavati naisthiki 
tadä rajas-tamo-bhavah käma-lobhädayas ca ye 
ceta etair anäviddham sthitam sattve prasidati 
evam prasanna-manaso bhagavad-bhakti-yogatah 
bhagavat-tattva-vijiánam mukta-sangasya jäyate 
bhidyate hrdaya-granthis chidyante sarva-samsayäh 
ksiyante cäsya karmäni drsta evatmanisvare 


Sri Krsna, the Supreme Godhead, who is the Paramätmä [Supersoul] in everyone’s 
heart and the benefactor of the truthful devotee, cleanses desire for material 
enjoyment from the heart of the devotee who has developed the urge to hear His 
messages, which are in themselves virtuous when properly heard and chanted. 

By regularly hearing the Bhagavata and by rendering service to the pure devotee, all 
that is troublesome to the heart is almost completely destroyed, and loving service 
unto the Personality of Godhead, who is praised with transcendental songs, is 
established as an irrevocable fact. 

As soon as irrevocable loving service is established in the heart, the effects of nature's 
modes of passion and ignorance, such as lust, desire and hankering, disappear from the 
heart. Then the devotee is established in goodness, and he becomes completely happy- 
Thus established in the mode of unalloyed goodness, the man whose mind has been 
enlivened by contact with devotional service to the Lord gains positive scientific 
knowledge of the Personality of Godhead in the stage of liberation from all material 
association. 

Thus the knot in the heart is pierced, and all misgivings are cut to pieces. The chain of 
fruitive actions (karma) is terminated when one sees the self as master. (Bhag. 1. 2. 


17-21) 
Another verse from the Bhagavata connects the three main stages of devotion in a 
linear development: $raddha, rati and bhakti (which is more or less identical to 


$raddha, bhava and prema): 


satam prasañgan mama virya-samvido bhavanti hrt-karna-rasayanah kathah 
taj-josanad āśv apavarga-vartmani $raddha ratir bhaktir anukramisyati 
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In the association of pure devotees, discussion of the pastimes and activities of the 
Supreme Personality of Godhead is very pleasing and satisfying to the ear and the 
heart. By cultivating such knowledge one gradually advances on the path of devotion, 
and faith ($raddha), emotional attachment (rati) and pure devotion (bhakti) unfold in 
his heart one after another. (Bhag. 3. 25. 25) 


Within the Bhakti-rasamrta-sindhu, Ripa Gosvami quotes extensively from other 
sources in accord with the Gaudiya-siddhänta. He turns to the Narada-pañcaratra for 
its definition of bhakti: 


sarvopadhi-vinirmuktam tat-paratvena nirmalam 
hrsikena hrsikesa- sevanam bhaktir ucyate 


Bhakti is defined as service to the Lord, the Master of the senses, by using one's senses. 
It should be done with the intention of pleasing the Lord, purified of other desires, and 
unobstructed by any upadhis. (Quoted in BRS, 1. 1. 12)'% 


He supports his own definition of prema by a similar one from the Pañcaratra, 


ananya-mamatä visnau mamatä prema-sangata 
bhaktir ity ucyate bhisma- prahlädoddhava-näradaih 


Prema-bhakti is defined by Bhisma, Prahläda, Uddhava and Närada as that stage of 
bhäva-bhakti which has all possessiveness related to Visnu (or any other form of the 
Lord) and to no one else. (Quoted in BRS, 1. 4. 2) 


1.4. Bhakti as a Means and an End in Itself 


I. 4. I. The Philosophical Frame of Gaudiya Vaisnavism 


Those not familiar with the rest of the bhakti movements and the ancient 
scriptural foundation of the philosophy of bhakti would perhaps understand Rüpa 
Gosvami's definition of uttama-bhakti as an independent intellectual endeavor. 
However, he, and Sri Caitanya Mahaprabhu, are not so much innovators but rather 
revivers of the full strength of bhakti, by bringing the jewel-like components of the 
notion into broad daylight. Their sharp intuition makes them the able interpreters 





108 In his commentary to this verse quoted within the BRS, Srila Jiva Gosvami compares it with the 


sarvopadhi-vinirmuktam with anyabhilasita-Sanyam, sevanam and anusilanam, and nirmalam with 
jnana-karmady-anavrtam. 
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of the Vedic texts, for it is rather obvious that without such guidance the texts 
themselves may be confusing and contradictory. The history of Hinduism and the 
history of indology both testify to that confusion of goal and purpose. The 
Vrndavana Gosvamis therefore sift through the Vedic, philosophical and Puränic 
material and select only parts that focus on suddhà-bhakti. Bhakti is accepted as the 
paribhasa of the Bhagavad-gita and the Bhagavata Purana, and other less central 
texts, or parts thereof, are not allowed to overpower their stress on pure devotion!®. 
In this strategic frame, the whole gamut of Vedic literature falls into place and 
agrees to submit to and encourage the most important of its principles, suddha- 
bhakti. 

The Caitanya-caritämrta records a thread of arguments about the self-evident 
consistency of Vedic texts if and when they are properly understood. Veiled 
interpretation makes the scriptures lose their purpose and connectedness. During 
the times of Sri Caitanya, the philosophical opponents of the superiority of bhakti 
were the followers of Sankaracarya, but today the same role is also taken up by the 
academic scholars who deny any sound consistence to the whole traditional corpus 
of Vedic literatures. 


sarva-veda-sútre kare krsnera abhidhana 
mukhya-vrtti chadi’ kaila laksana-vyakhyana 
svatah-pramäna veda —pramàna-$iromani 
laksana karile svatah-pramanata-hani 


In all the sutras of Vedanta, it is Lord Krsna who is to be understood, but the followers 
of Sankaräcärya have covered the real meaning of the Vedas with indirect 
explanations. 

The self-evident Vedic literatures are the highest evidence of all, but if these 
literatures are interpreted, their self-evident nature is lost. (Caitanya-caritamrta, Adi, 


7. 131-32) 


19% An example of scholarship in the wrong direction would be: Daniel P. Sheridan, Advaitic Theism of 
the Bhagavata Puräna (Delhi, 1986). The Gaudiya äcaryas explain that the delusive focus on jfiana 
and kaivalya in the Eleventh and Twelfth Cantos of the Bhagavata are meant to attract those whose 
minds were not captivated by the attractive features of the Lord in the Tenth Canto. 

110 The medieval interpreters of the $astras show an incredible level of sensitivity in dealing with 
etiquette and propriety. For example, Sri Caitanya sharply denounced Vallabhacarya’s attempt to 
override the perhaps faulty commentary on the Bhagavata composed by Srila Sridhara Svami. Being 
the head of the Govardhana Math in Puri, a Sankarite institution, Sridhara Svāmī may have been 
constrained by the philosophy of Sankara when dealing with the delicate devotional text. However, 
Mahäprabhu chose to venerate Sridhara's commentary despite that possible stain, and Jiva Gosvami 
later, in his Sandarbhas, gallantly offers an aside: “When Srila Sridhara Svami speaks in accordance 
with the Vaisnava-siddhanta, I have quoted his views.” 
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In the Bhagavad-gita itself, Lord Krsna speaks about the relation of bhakti to the 
Vedas, making the whole Vedic canon submissive to Himself and supportive of His 
own mission of reclaiming the fallen souls to His Supreme abode. 


sarvasya caham hrdi sannivisto mattah smrtir jnanam apohanam ca 
vedais ca sarvair aham eva vedyo vedänta-krd veda-vid eva caham 


I am seated in everyone's heart, and from Me come remembrance, knowledge and 
forgetfulness. By all the Vedas, I am to be known. Indeed, I am the compiler of 
Vedanta, and I am the knower of the Vedas. (Bhagavad-gita, 15. 15) 


I. 4. 2. Intellectual and Emotional Bhakti 


Some would argue that the bhakti described in the Bhagavad-gitá is of a more 
intellectual kind, not as exuberant and emotional as the later examples." Western 
scholars seem to suggest a dichotomy between the older kinds of bhakti evidenced in 
the Bhagavad-gita, Visnu Purana, in the life of Ramanuja, and so on; and the more 
emotionally surcharged variety described in the Bhagavata Puräna and exemplified 
by the Alvars and the Gaudiya Vaisnavas. Considering the fact that Rämänuja fully 
acknowledges his debt to the Alvars, and is posterior to them, he can perhaps be 
allowed to be what he was, a strict Gc@rya with the benefit of the broad masses in 
mind. 

The Gaudiya line itself also admits that before Madhavendra Puri, the supreme 
emotionalism of madhura-rasa was not yet available to the public, and this in itself 
was a reason for Mahäprabhu’s descent. Some scholars consider the ecstatic Vaisnava 
poets living in the centuries before Sri Caitanya (for example, Jayadeva, Candidasa, 
Vidyapati and Bilvamangala) as the early swallows of the later emotional spring, but 
the fact remains that given their deep realization and insight into the perfectional 
stages of bhakti, they did not attempt to create a model of regulated practice of bhakti 
which would be able to catapult ordinary jivas to the same heights of spiritual 
emotion. That work remains the credit of the Vrndavana Gosvamis. These earlier 
devotional outpourings have been incorporated into their works, for example in the 
Padyavali of Ripa Gosvami, and in the biographies of Sri Caitanya, describing the 
heights of his emotional ecstasy upon hearing the heart-wrenching verses of previous 
devotional poets. 


amúny adhanyani dinäntaräni 
hare tvad-alokanam antarena 





!!! For example, a long discussion in Friedhelm Hardy, Viraha Bhakti — The Early History of Krsna 
Devotion in South India (Oxford, 1983), pp. 36-48. 
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anätha-bandho karunaika-sindho 
ha hanta ha hanta katham nayami 


O My Lord, O friend of the helpless! You are the only ocean of mercy! Because I have 
not met You, My inauspicious days and nights have become unbearable. I do not know 
how I shall pass the time. (Krsna-karnamrta of Bilvamangala, verse 41, quoted in 
Caitanya-caritämrta, Madhya 2. 58) 


To summarize, traditional Gaudiya scholarship disagrees with propositions to the 
effect that bhakti has been developing into its more emotional variety according to 
the scenario presented by the Western scholars. Apart from the early medieval 
poets, numerous ancient traditional examples exist of devotees with high emotional 
susceptibility, but outside pious India, they are usually brushed aside as mere 
mythological fancies''?. The Bhagavata Purdna describes a great variety of emotional 
devotees like Narada Muni, or the saintly boys Prahlada and Dhruva whose 
existence should be traced back to the days of the Satya-yuga. 


kvacid rudati vaikuntha- cintä-Sabala-cetanah 
kvacid dhasati tac-cinta- hläda udgayati kvacit 
nadati kvacid utkantho vilajjo nrtyati kvacit 
kvacit tad-bhavana-yuktas tanmayo 'nucakara ha 
kvacid utpulakas tüsnim | aste samsparsa-nirvrtah 
aspanda-pranayananda- salilamiliteksanah 


Prahlada, his mind shaken due to deep meditation on the Lord of Vaikuntha, 
sometimes cried, sometimes laughed, sometimes expressed jubilation and sometimes 
sang loudly. 

Sometimes [anticipating closeness in relationship with the Lord] Prahlada Maharaja 
would loudly call out. He sometimes lost his shyness in jubilation and began dancing in 
ecstasy, and sometimes, being fully absorbed in thoughts of the Lord, he felt oneness 
and imitated the pastimes of the Lord. 

Sometimes, he became spiritually jubilant and remained silent, his hairs standing on 
end and tears gliding down from his half-closed eyes because of his love for the Lord. 


(Bhag. 7. 4. 37, 38, 41) 





112 Here, we need to juxtapose the two different notions of human progress in Western and ancient 
Indian culture: while the Western scholars usually study ancient India with the preconceived notion 
that it was a primitive stage in the development of humanity towards Christian monotheism, 
scientific development and modern culture, the ancient Indians see the world move through the 
cycles of yugas where the spiritual susceptibility, moral uprightness, and refinement of culture all 
diminish and deteriorate. The Indian spiritual movements therefore try to reenact the atmosphere of 
the previous yugas more conducive to spiritual advencement, and human progress is judged by the 
human ability to comply with the traditional ancient standards of piety and dharma. 


27 








Speculations about the more intellectual beginnings in the ancient history of 
bhakti, and its development into a more emotional variety thus overlook the 
abundance of traditional examples, and impose Western ideas of historical 
development onto ancient Indian religious history. Traditionally, the Puranas do not 
evolve from the more intellectual Visnu Purana to the later more emotional 
Bhagavata, but are merely different points of view and different cross-sections from 
the rich panorama of ancient Indian religious history, due to the differing mindsets 
of either the listeners or the speakers, where I always mean the traditionally 
accepted rsis like Saunaka, Sukadeva and Vyäsadeva. Differing levels of 
emotionalism exist in every sane culture, and ancient Indian culture as well should 
finally free itself from the tight grip of motivated Western scholarship. 

But even the famous verses in the Bhagavad-gitä itself, describing the emotional 
fervor of the devotees and the ready reciprocation of the Lord, should be able to 
revert these insinuations of later emotionalism. A scripture of seven hundred verses 
can hardly be more eloquent about emotional bhakti: 


mahätmänas tu mam partha daivim prakrtim asritah 
bhajanty ananya-manaso jñātvā bhütadim avyayam 
satatam kirtayanto mam yatanta$ ca drdha-vratah 
namasyanta$ ca mam bhaktya nitya-yukta upäsate 


O son of Prtha [Arjuna], those who are not deluded, the great souls, are under the 
protection of the divine nature. They worship Me without deviation because they 
know Me as the Supreme Person, original and inexhaustible. 

Always chanting My glories, endeavoring with great determination, bowing down 


before Me, these great souls perpetually worship Me with devotion. (Bhagavad-gita, 9. 
13-14) 


aham sarvasya prabhavo mattah sarvam pravartate 
iti matva bhajante mam budha bhava-samanvitah 
mac-cittä mad-gata-prana bodhayantah parasparam 
kathayantas ca mam nityam tusyanti ca ramanti ca 
tesäm satata-yuktanam bhajatam priti-purvakam 
dadami buddhi-yoga tam yena mam upayanti te 
tesam evanukampartham aham ajñana-jam tamah 
nasayamy atma-bhava-stho jüäna-dipena bhäsvatä 


I am the source of all spiritual and material worlds. Everything emanates from Me. The 
wise who perfectly know this engage in My service and worship Me, their hearts 
imbued with emotion. 
The thoughts of My pure devotees dwell in Me, the 
service, and they derive great satisfaction and bliss 1 

















To those who are constantly devoted to serving Me with love, I give the understanding 
by which they can come to Me. 


To show them special mercy, I, dwelling in their hearts, destroy with the shining lamp 
of knowledge the darkness born of ignorance. (Bhagavad-gita, 10. 8-11) 


1.4.5. Bhakti Surpasses Mere Liberation 


The suddhä-bhakti of the Gaudiya-sampradaya is at the same time the sadhana and 
the sadhya, the means to the goal and the final goal itself. That should be borne in 
mind as one of the most distinguishing characteristics of Gaudiya Vaisnavism, 
putting it apart from popular Hinduism which often considers bhakti as a mere 
means to all kinds of goals, from trifle successes in the mundane sphere up to moksa, 
the fourth and last purusärtha according to ordinary Hindu values. One of the most 
extraordinary qualities of suddha-bhakti is that it makes liberation (moksa or mukti) 
- commonly understood in Hinduism as a most desirable, and final spiritual goal — 
appear utterly insignificant. Let us inspect a few scriptures with statements about 
the superior position of bhakti. Sri Krsna in the Bhagavad-gitä puts bhakti above mere 
peace or liberation, making it the king of all processes of self-realization. 


brahma-bhitah prasannatma na Socati na kanksati 
samah sarvesu bhütesu mad-bhaktim labhate param 


One who is thus transcendentally situated at once realizes the Supreme Brahman and 
becomes fully joyful. He never laments or desires to have anything. He is equally 
disposed toward every living entity. In that state he attains pure bhakti unto Me. 
(Bhagavad-gita, 18. 54) 
purusah sa parah partha 
bhaktya labhyas tv ananyaya 


The Supreme Person, who is greater than all, is attainable by unalloyed devotion. 
(Bhagavad-gita, 8. 22) 


The Bhagavad-gita does not shine like a lone star in the empty firmament, it is 
surrounded by a galaxy of other scriptures, more or less contemporary to the time of 
the Gita!” For the bhakti movements, the Bhagavata Purana is certainly the main _ E 








Western scholarship ignores the traditional time 
Bhagavad-gita into much more recent ti { 
examinations show its existence 





inspiration'*. Simply by reading or hearing it, devotion to the Lord is potently 
aroused. Many of its exquisite verses speak of the superiority of bhakti over mukti, 
and many of them, in turn, are quoted in the Bhakti-rasämrta-sindhu (1. 1. 33-40, and 
1. 2. 22-57). The following verse is from the Third Canto, from the teachings of the 
Lord’s incarnation Kapila who extensively spoke about bhakti-yoga: 


naikatmatam me sprhayanti kecin mat-pada-sevabhirata mad-ihah 
ye ‘nyonyato bhagavatah prasajya sabhäjayante mama paurusäni 


Pure devotees who are attached to being engaged in My worship and eager to attain 
My association, never desire to become one with Me. They meet with like-minded 
saints and glorify My pastimes. (Bhag. 3. 25. 34, quoted in BRS, 1. 2. 27) 


mad-guna-$ruti-mátrena mayi sarva-guhäsaye 
mano-gatir avicchinnä yatha gangambhaso ‘mbudhau 
laksanam bhakti-yogasya nirgunasya hy udahrtam 
ahaituky avyavahita ya bhaktih purusottame 
salokya-sarsti-samipya- särupyaikatvam apy uta 
diyamänam na grhnanti vind mat-sevanam janäh 


The sign of pure, unadulterated devotion is that one’s mind is at once attracted to 
hearing the transcendental name and virtues of the Supreme Godhead, who is residing 
in everyone’s heart. Just as the water of the Ganges flows naturally down towards the 
ocean, such devotional ecstasy, uninterrupted by any material condition, flows towards 
the Supreme Lord. Pure devotees do not hanker for any kind of liberation — salokya, 
särsti, sämipya, sarüpya or ekatva — even though they are offered to them by the 
Supreme Lord. (Bhag. 3. 29. 11-13) 


The famous commentator of the Bhagavata Purana, Srila Sridhara Svāmī, utters a 
RA ` 3 & > A 5 15 
similar proclamation, freeing himself from the stigma of advaitic admixture’: 


tvat-kathamrta-pathodau viharanto mahá-mudah 
kurvanti krtinah kecit catur-varga-trnopamam 


14 Traditionally, its origin is put into the times of the departure of Sri Krsna from this world (which 
corresponds to the beginning of the Kali-yuga, at midnight on February 18, 3102 B.C.): krsne sva- 
dhamopagate dharma-jñanadibhih saha /kalau nasta-drsam esa puranarko ‘dhunoditah, “This Bhagavata 
Purana is as brilliant as the sun, and it has arisen just after the departure of Lord Krsna to His own 
abode, accompanied by religion and knowledge. Persons who have lost their vision due to the dense 
darkness of ignorance in the age of Kali shall get light from this Purana.” (Bhag. 1. 3. 34) 

115 The topic will be tackled in Chapter 6, under the work of Madhusüdana Sarasvati, who subsumes 
bhakti under the existing four purusarthas, considering it either part of dharma of moksa. That is 
exactly what the Gaudiya scholars are so upset about, namely making bhakti subservient and a means 
only to the advaitic ends. 
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Some fortunate people play in the sweet ocean of topics about You and enjoy the 
greatest bliss. They consider the happiness of artha, dharma, kama and moksa to be as 
insignificant as grass. (Bhavartha-dipika on Bhag. 10. 88. 11, quoted in BRS, 1. 1. 40) 


Other works reiterate similar points, for example, the Mukunda-mala-stotra, a 
collection of Sanskrit glorifications by one of the South Indian bhakti saints (the 
Alvars), King Kulasekhara. 


alam alam alam eka praninam patakanam 
nirasana-visaye ya krsna krsneti vani 
yadi bhavati mukunde bhaktir änanda-sändrä 
kara-tala-kalita sa moksa-sáamrajya-laksmih 


By themselves the words ‘Krsna, Krsna’ are sufficient to drive away the sins of all 
living beings. Anyone who possesses devotion for Lord Mukunda that is densely 
imbued with ecstasy, holds in the palms of his hands the gifts of liberation, worldly 
influence, and wealth. (Mukunda-mala-stotra, verse 51) 


A beautiful verse from the Krsna-karnámrta by Bilvamangala Thakuraló is filled 
with the strength of devotion: 


bhaktis tvayi sthiratara bhagavan yadi syad 
daivena nah phalati divya-kisora-mirtih 
muktih svayam mukulitañjali sevate ‘sman 
dharmärtha-käma-gatayah samaya-pratiksah 


O Lord! If our devotion to You is undeviating, then Your ever-youthful form will 
spontaneously manifest within our heart. At that time liberation (mukti) personified 


will serve us like a maidservant, and dharma, artha and kama will humbly await our 
bidding. (Krsna-karnamrta, verse 107) 


1.5. Bhakti as a Means Only 


1. 5. I. The Sañkarite Understanding of Bhakti 


In the light of the above, it is interesting to notice works about bhakti that put 
mukti above it as the final goal. Most often that is the result of the influence of 





116 Sri Caitanya Mahaprabhu toured around India extensively. On his way, he was delighted to secure 
two rare devotional manuscripts, and he had them copied to take them back to Bengal. Both of them, 
the Brahma-samhita, and the Krsna-karnamrta of Bilvamangala Thakura, are in full agreement with 
the tenets of the bhakti path, stressing the superiority of bhakti over the ordinary four purusarthas. 
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Sripada Sanıkaräcärya, who remains very influential in India, and even abroad is 
widely accepted as the spokesperson for the entire Hindu tradition. 

The distinguishing characteristic of the monist way of understanding Vedanta is its 
stress on the force of avidya (or maya) which covers the pure spirit, Brahman. By the 
pursuit of jñana, knowledge of spirit, and viveka, discrimination, the individual soul 
wakes up in self-realization and stops mistakenly believing the mundane world to be 
true. The mundane world is false, according to Sankara, and is a product of only a 
virtual transformation of spirit, in Sanskrit called vivarta. The material existence is 
compared to a dream, and emotional reactions to its appearances are likened to 


being afraid of a snake in the dark room, which turns out to be only a curl of a 


rope”. 


The Gaudiya Vaisnava understanding of the world, on the other hand, is built on 
its axiomatic acceptance of the supreme reality of the spiritual world, and the 
Supreme Lord as the overseer and independent eternal Being, while the lesser 
devatás are His helpers who activate the temporary, but real, material world. The 
world, according to Sri Caitanya, is a real transformation of spirit, in Sanskrit 
parináma. In Gaudiya philosophy as well, maya refers to the agency of the Supreme 
Lord which deludes the jivas who are intent on forgetting their real position as 
servants of the Supreme. Maya therefore has a place in Vaisnava philosophy as well, 
and is not the exclusive property of the Sankarites. A slight confusion arises when 
these foundational differences remain unacknowledged, for example, an 
introductory presentation of the bhakti poet Narsi Mehta seems to conclude that the 
notion of maya in his poems is a borrowing from Sankara: 


In some of his songs, there is a strong influence of Sankara’s idea of the world being an 
illusion. 


In sleep I see this world full of pleasures, 
But when I awake, there is nothing. 
Existence and Soul are one, 

They are like Brahman before Brahman. 


In other poems, Narsi seems to favor the early Vaisnava philosophy of Visnusvami that 
all existence is real and forms parts of the Universal aspect of Krsna: 


Oh Hari! This entire Universe is You, 
All forms are Your forms. 
In the body You are the soul, 





117 This is the famous example of adhydropa, or superimposition. Points summarized from: Swami 
Nikhilananda (Tr.) The Vedänta-sara of Sadananda (Calcutta 1997). Vedanta-sara is a classical 
medieval text on the tenets of the school of Sankara. A reliable overview of the differences in 
interpretation between Sankara and the Vaisnava dcaryas is given in: Swami Tapasyananda, Bhakti 
Schools of Vedanta (Chennai, 2003). 
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In the sun You are the brightness, 
In space You are the sound, 
That we hear in the Vedas.! 


The Vaisnava philosophy also relates to the impersonal aspect of the Supreme but 
makes it clearly inferior to the Supreme Person. The energies of the Supreme Lord 
in the Gaudiya philosophy are divided into three categories, the external (maya), the 
internal (yoga-mäya, daivi-Sakti) and the marginal energy consisting of the jivas, 
prone to seek shelter in either the external or the internal energy.” Illusion 
according to the Vaisnavas is to approach the outer world as if it was unrelated with 
the Supreme Lord, but as soon as the consciousness of the jiva is adjusted to the 
overlordship of the Supreme, and bonded with Him in devotion, all parts of creation 
fall into place. As Sri Krsna puts it, 


mahätmänas tu mam partha daivim prakrtim asritah 
bhajanty ananya-manaso jñātvā bhutadim avyayam 


O son of Prtha [Arjuna], those who are not deluded, the great souls, are under the 
protection of the divine nature. They are fully engaged in devotional service because 
they know Me as the Supreme Person, original and inexhaustible. (Bhagavad-gita 9. 13) 


The relationship between the jiva and Brahman is equality according to Sankara, 
and the Vaisnavas do not entirely disagree but qualify it with the stress on the 
infinitesimal quantity of the jivas. The relation between the individual spirit and the 
Supreme Spirit is most fully described by the ripe acintya-bhedabheda-siddhanta of 
Sri Caitanya, acknowledging the spiritual nature of every jiva qualitatively equal to 
Brahman. But since the individual jiva is infinitesimal in size, it is never, even after 
liberation, in a position to be fully equal to the independent Isvara, Supreme Lord, as 
the ultimate creator, destroyer and maintainer of the whole existence. 

The goal of the philosophy of Sankara is the unveiling of the pure spirit, and its 
realization of oneness with the light of Brahman. Sankara prescribes standard 
options as the paths to the goal, namely, karma, jñāna and bhakti, clearly favoring 
jfiána among them as the highest means to attain mukti. But the divine personalities 
of the Hindu pantheon are according to Sankara all subsumed under the vague 
notion of I$vara, or saguna Brahman, and ultimately lose any importance since the 
goal of practice is to merge with the nirguna Brahman, a mere spiritual effulgence. 
The importance of bhakti, then, is only temporary, in the so-called vyavaharika stage, 
or the stage of practice. Perfection, or the paramarthika level, is characterized by the 
absence of any upädhis (limiting adjuncts), which are attributed to the devatas as 





118 From: Swami Mahadevananda, Devotional Songs of Narsi Mehta (Delhi, 1985), p. 11. 
112 According to the Visnu Purana, 6. 7. 61: visnu-Saktih para prokta ksetra-jfiakhya tatha para / avidya- 
karma-samjñanya trtiyà Saktir isyate. 
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well in Sankara’s thought. Here, first of all, we meet with a blurred distinction 
among the different levels of jivas'%, and a further confusion about the supremacy 
among the many divinities, which is resolved only because the issue ultimately does 
not matter at all. Let us look at an interesting compilation, a recent collection of 
sútras on bhakti. The influence of Sankara’s ideas will be evident immediately. 


Para-bhakti-sütrani 
(svami-hariharanandaranya-pranitani)? 


1) atha bhakti-tattvanusasanam 

Here begins the consideration of bhakti-tattva. 

2) ista mahapurusa-samstha bhaktih 

Bhakti refers to being situated in the consciousness of the desired Deity. 
4) tvam-pada-laksye ragatmikapara 


Fixed in the meaning of the word tvam (from the maha-vakya “tat tvam asi"), such 
bhakti is characterized by attachment, and it is inferior (apara). 


5) pratyag ätmani pratistha para 
Being grounded in the Supreme Soul is the superior form of bhakti (para). 
8) tatra sukhopaviddhapara 


The inferior form of bhakti is ascertained by the presence of happiness (in the 
devotee). 


9) Santy -upaviddha para 


The superior form of bhakti is ascertained by the presence of peace. 


120 The demigods like Indra and Brahma may still be jivas, but are in a much more highly developed 
state of existence, able to influence and manage the living conditions of the tiny jivas of the universe. 
121 This same confusion is perpetuated by many neo-advaitic movements of today, who gather a rich 
variety of followers under their broad umbrella of indifference to the actual supremacy of any 
divinity, seeking to even subordinate the various Vaisnava understandings of Vedanta to the final 
word of advaita. f 

122 Published in: Acharya Baladeva Upadhyaya, Sandilya-bhakti-sutram Bhakti-candrikaya samanvitam 
(Varanasi, 1998), pp. 87-88. 
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Para-bhakti-sútrani 


(svämi-hariharänandäranya-pranitäni)'? 


1) atha bhakti-tattvanusasanam 

Here begins the consideration of bhakti-tattva. 

2) ista mahapurusa-samstha bhaktih 

Bhakti refers to being situated in the consciousness of the desired Deity. 
4) tvam-pada-laksye ragatmikapara 


Fixed in the meaning of the word tvam (from the mahd-vakya “tat tvam asi”), such 
bhakti is characterized by attachment, and it is inferior (apara). 


5) pratyag ätmani pratistha para 
Being grounded in the Supreme Soul is the superior form of bhakti (para). = 
8) tatra sukhopaviddhapara 


The inferior form of bhakti is ascertained by the presence of happiness (in the 
devotee). 


9) Santy -upaviddha para 


The superior form of bhakti is ascertained by the presence of peace. 








10) aparaya para-nispattih 
By the practice of apara-bhakti, parä-bhakti is attained. 
13) ruci-vaicitryad prasanta-santa-dasyadayo bhavah 


According to a variety of personal preferences, the moods in bhakti can be prasanta, 
santa, dasya and so on. 


14) Sresthah prasanta-bhavah, Santer niratisayotkarsatvat 

The best is prasanta (deep peace), due to its being the highest form of peace. 
15) viksipta-cetasam bahyejya 

Those with unsubdued minds should perform external forms of worship. 

16) ragasya cira-sanga-nimittatvat tato drdha ratih 

The durability of attachment causes firmness in love. 

17) drdha-rates cetara-viraktasyäntarejya 


Due to firm love, those who are not attached to anything else any more can afford to 
perform worship internally. 


22) bhajantya-tattva-¡ñanam sälokyadayas ca tat-phalam 


The fruit of such worship is either full knowledge of one's worshipable object, or 
liberation like salokya and so on. 


23) tattva-jnänäc chantatmadhigamam 


From full knowledge of one's worshipable object appears the attainment of peace for 
the soul. 


24) samyag viraktasya tan-mätra-samsthä para-bhaktih 
Para-bhakti is exactly that state, attained by one who is fully renounced. 
25) Sasvac-chantih ksayatisaya-hina tat-phalam 


Eternal peace, devoid of any limit or end, is its fruit. 
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The collection of sütras quoted above immediately reveals many notions foreign to 
Vaisnava forms of bhakti: 


* it puts mere peace above the pure relationships with the Divinity 

* it does not distinguish between attachment to God and other attachments, thus in 
effect making attachment to God and the happiness generated by it to be equal to 
mundane attachment and happiness, 

* it considers personal forms of liberation inferior to the attainment of peace 
(aikatva) 

* it prescribes external worship to those seemingly unable to perform the internal 
one, in accordance with the tenets of Sankara about the vydvaharika level of saguna 
worship 

* it talks of firm love (drdhä rati), but disposes of it in the end. 


A verse attributed to Hanuman is quoted in the Bhakti-rasämrta-sindhu: 


bhava-bandha-cchide yasmin | sprhayami na muktaye 
bhavan prabhur aham daso iti yatra vilupyate 


I do not desire liberation that cuts the bondage of material life, because in the state of 
liberation, awareness that You are the master and that I am the servant disappears. 


(Quoted in BRS, 1. 2. 49)? 


The famous verse that credits the attractive features of Sri Hari’s personality with 
the ability to lure even the sages of highest equipoise into bhakti, is found in the First 
Canto of the Bhagavata Purana: 


ätmärdmäs ca munayo nirgranthä apy urukrame 
kurvanty ahaitukim bhaktim ittham-bhüta-guno harih 


All different varieties of self-satisfied sages who are already beyond following the 
scriptural rules and regulations are attracted to worshipping the Lord in pure devotion 
because of His overpowering virtuous nature. (Bhag. 1. 7. 10, quoted in BRS, 1. 2. 54) 


Standard examples from the Bhagavata Purana itself of persons who switch from 
their initial fascination with the impersonal feature of the Lord to an active 
relationship with His all-attractive personality include the famous speaker of the 





123 | was unable to find the source of the verse in the current editions of the Ramayana. The verse in 
the BRS is preceded by an introductory praise: yadrcchaya labdham api visnor däsarathes tu yah / 
naicchan moksam vind dásyam tasmai hanumate namah “I offer my respects to Hanuman, who did not 
want liberation, which Dagarathi Rama could easily give him, but instead prayed for servitude.” 
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Bhagavata, son of Vyäsadeva, Srila Sukadeva Gosvami, and the four Kumäras, sons of 
Brahma. 

In the time span between the original recitation of the Bhagavata Purana at the 
beginning of the Kali-yuga, and the advent of Sri Caitanya in the sixteenth century, 
the greatest obstacle to the pure understanding of bhakti has been articulated by 
Sripäda Sankaräcärya in the ninth century. Although scholars argue about the 
actual level of indifference to bhakti among the contemporary dasanami sannyasis"^, 
it is a fact that taken to the letter, Sankara's philosophy tends to, more or less 
harshly, pull down bhakti from its supreme and independent position into a mere 
means to the goal of attaining liberation. 

Therefore, much of what the Gosvamis of Vrndavana wrote was directed at 
counteracting the influence of Sankaracarya, who, as indicated above, relativized 
the paramount importance of a lively, emotional relationship with the Supreme Lord 
in His personal form. The philosophical treatises of Srila Jiva Gosvámi (named the 
Sat-sandarbhas) address these issues fully, and advance the arguments from the 
starting ground of tattva to brahman, paramátma and bhagaván as the ascending 
levels of understanding the Absolute. Here, the guiding light is an important verse 
from the Bhagavata Purana (1. 2. 11): 


vadanti tat tattva-vidas tattvam yaj jnanam advayam 
brahmeti paramatmeti bhagavan iti Sabdyate 


Learned transcendentalists who know the Absolute Truth call this nondual substance 
Brahman, Paramatma or Bhagavan. 


According to the Gaudiya Vaisnava philosophy expounded in the Sat-sandarbhas, 
the Supreme Absolute reveals itself according to the capacity of the observer at first 
as the depersonalized Brahman effulgence, then the localized Paramatmä in the 
hearts of all beings, and finally as the Supreme Lord endowed with all opulences in 
their fullest extent, with His own abode in the spiritual sky, of which the whole 
material creation is but a foggy corner part. These three phases in understanding the 
Absolute correspond to the three famous qualities of the Supreme, namely sat, cit 
and änanda, and all three are fully present only in the personal spiritual form of the 
Supreme Lord approachable by the pure devotees. 


premänjana-cchurita-bhakti-vilocanena santah sadaiva hrdayesu vilokayanti 
yam $yamasundaram acintya-guna-svariipam govindam ädi-purusam tam aham bhajami 





124 For example, in an article of Wade H. Dazey, “The Role of Bhakti in the Dasanami order”, in: 
Karel Werner (Ed.), Love Divine — Studies in Bhakti and Devotional Mysticism (Durhai 93), r 

147-172. The observation is that many of the sannyasis revert to popular forms of Hi 
in their environment, either considering them vital to own di 
goodwill and friendly relations to other religious instit 



















I worship Govinda, the primeval Lord, who is Syamasundara, Krsna Himself, with 
inconceivable innumerable attributes, whom the pure devotees see in their heart of Em 
hearts with the eye of devotion tinged with the salve of love. (Brahma-samhita, 5. 38) 


1. 5. 2. The Historical Upgrading of Religious Understanding 


The Gaudiya Vaisnavas venerate the contribution of Sri Caitanya as the summit of 
theological advancement and refinement in the Kali-yuga!”?. The traditional 
sequence is the appearance of Lord Buddha, to lure the masses away from Vedic 
sacrifices which cannot be performed properly anymore and are being misused for 
violence to animals"S, Later, Sankara appears to bring the Indians back to Vedic 
scriptures, although he interprets them E E way that opposes pure theism. After 
Sankara come the four Vaisnava àcáryas"', each with his own way of refuting 
Sankara, to establish the Supremacy of the Supreme Lord in His full opulence and 
distinct spiritual personality. As the sum of all these previous refutations, Sri 
Caitanya introduces the highest form of an emotional relationship with the Lord, 
documented in the writings of the Gosvamis. 

Traditionally, the Gaudiya Vaisnavas relate to Sankaräcärya in the light of a series 
of verses from the Padma Purana, which indicate his mission as bewildering the 
people of Kali-yuga”*, 


mäyävadam asac chastram pracchannam bauddham ucyate 
mayaiva kalpitam devi kalau brahmana-rúpina 
brahmanas caparam rúpam nirgunam vaksyate maya 
sarva-svam jagato "by asya mohanartham kalau yuge 


125 Within the Bhagavata Purana, evidence for the appearance of Sri Caitanya is found in the prayers z 


of Prahlada Mahārāja (Bhāg. 7. 9. 38) where he refers to a hidden incarnation of the Lord in Kali- s 
yuga, or, more explicitly, the verse from the Eleventh Canto (Bhāg. 11. 5. 32), krsna-varnam 
tvisakrsnam sangopañgastra-parsadam / yajñaih sankirtana-prayair yajanti hi su-medhasah “In the age 
of Kali, intelligent persons perform congregational chanting to worship the incarnation of the Lord 
who constantly sings the names of Krsna. Although His complexion is not blackish, He is Krsna 
Himself. He is accompanied by His associates, servants, weapons and confidential companions. 

126 Buddha is mentioned in the Bhagavata Purana, in its list of incarnations of the Lord (1. 3. 24), and 
in the invocatory prayers entitled the Dasavatàára-stotra in the opening of Jayadeva's Gita-govinda. 

Uu Av verse in the Padma Purana: St-brahma-rudra-sanakaly Pao Bon 1 GEBURT te, kan; 










pa Gaudiya texts that quote these dd sis verses from the 
Krsnadasa Kaviraja (Madhya, 6. 180-82), Brhad-bhag 
2. 3. 108-111), Paramatma Sandarbha of Jiva' Gosvami 

Locana Dasa Thakura (Chapter 2). $ : 





The Mayavada philosophy, Lord Siva informed his wife Parvati, is impious [asac 
chastra]. It is covered Buddhism. My dear Parvati, in Kali-yuga I assume the form of a 
brahmana and teach this imagined Mäyäväda philosophy. In order to cheat the 
atheists, I describe the Supreme Person to be without form and without qualities. 
(Padma Purana, Uttara-kanda 236. 7, 10) 


Sankarácárya is a mystery in many ways, and comprehending his exact stance on 
bhakti is just one of the difficulties. An interesting twist happens when his 
followers and sympathizers dilute the sharpness of his philosophy and give more 
place and dignity to bhakti than the original philosophical writings of Sankara would 


indicate. A case of this sort will be dealt with in Chapter 6, under Madhusüdana 
Sarasvati. 


Along the same lines, in the scholarly assessment of the authenticity of the 
devotional stotras attributed to Adi Sankara, many teeth have already been 
broken’. While the scholars helplessly go on arguing about their authorship, at least 
as far as the Gaudiya-sampradäya is concerned, they are treated as valid expresions 
of his devotion, perhaps slightly juxtaposed to his mission of bewildering the souls of 


the Kali-yugaP!. 


bhaja govindam bhaja govindam 
bhaja govindam müdha-mate 
samprapte sannihite kale 
na hi na hi raksati dukrn-karane 


Worship Govinda, worship Govinda, worship Govinda, O fool! When the appointed 
time for departure comes, the repetition of grammatical rules cannot possibly save you. 
(Bhaja Govindam of Sankaracarya, refrain)” 


Amateur understanding of Hinduism sometimes relegates the practice of bhakti to 
those unfortunate souls who cannot learn the details of grammar at all. That relates 


122 Tackled in: Jacqueline Gaynor Suthren Hirst, “The Place of Bhakti in Sankara’s Vedanta”, in: 
Karel Werner (Ed.), Love Divine — Studies in Bhakti and Devotional Mysticism (Durham 1993), pp. 117- 
145. 

130 For example, Adya Prasad Mishra, The Development and Place of Bhakti in Sankara Vedanta 
(Allahabad, 1967), Robert Edwin Gussner, Hymns of Praise: A Textual Critical Analysis of Selected 
Vedantic Stotras Attributed to Sankara with reference to the Question of Authenticity (PhD thesis 
Harvard, 1973), and so on. 

7! Expectedly, the Vaisnavas are somewhat fascinated only with his stotras to Visnu. Sankara’s 
apparent devotion to various deities is questionable from the strictly Gaudiya point of view, but 
probably stems from his own views about saguna-bhakti as a mere means to attaining the nirguna state 
of perfection. The Gaudiyas prefer to see him as the incarnation of Siva, who in his essence is a 
Vaisnava, as evidenced in the Bhagavata Purana (Canto Four, Chapter 24, The Rudra-gita). 

132 Quoted from: T. M. P. Mahadevan, The Hymns of Sankara (Delhi, 1997), pp. 37-38. The Bhaja 
Govindam stotra seems to be one of those where Sankara’s original authorship is most easily defended. 
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to a slight misunderstanding about the teachings of the Bhagavata Purana as welll. im 
its Eleventh Canto, Sri Krsna gives an overview of possible sadhanas and supplies 
the qualifications for the sadhakas in each case. 








“Saas 


$ri-bhagavan uväca 
yogás trayo maya prokta nfnänm $reyo-vidhitsaya 
jñanam karma ca bhaktis ca nopäyo ‘nyo “sti kutracit 
nirvinndndm jüäna-yogo nyasinam iha karmasu 
tesv anirvinna-cittänäm karma-yogas tu käminam 
yadrcchaya mat-kathädau jata-Sraddhas tu yah puman 
na nirvinno näti-sakto bhakti-yogo ‘sya siddhi-dah 


Lord Sri Krsna said: My dear Uddhava, because I desire that human beings may 
achieve perfection, I have presented three paths of advancement - the path of 
knowledge, the path of work and the path of devotion. Besides these three there is 
absolutely no other means of elevation. 

Among these three paths, jääna-yoga, the path of philosophical speculation, is 
recommended for those who are disgusted with material life and are thus detached 
from ordinary, fruitive activities. Those who are not disgusted with material life, 
having many desires yet to fulfill, should seek perfection through the path of karma- 
yoga. 

If somehow or other by good fortune one develops faith in hearing and chanting My 
glories, such a person, being neither very disgusted with nor attached to material life, 
should achieve perfection through the path of loving devotion to Me. (Bhag. 11. 20. 6- 
8) 


Devotion is here more than only a prop for those who do not fit into the other two 
options, rather, one is forced to resort to the two options described above if one does 
not yet possess supreme faith in the Lord, and faith in the potency of bhakti 
(Sraddha). Faith, according to the Gaudiya-siddhanta, is the first step in bhakti, and it 
is here that spiritual life begins to unfold. 


bahünam janmanám ante jfidnavan mam prapadyate 
väsudevah sarvam iti sa mahatma su-durlabhah 


After many births and deaths, he who is actually in knowledge surrenders unto: Me, 


(Bhagavad-gita, 7. 19) 








knowing Me to be the cause of all causes and all that is. Such a great soul is very rare. Be 
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Fusion of Theology and Aesthetics = x * 











2. 1. Bhakti-rasa of Srila Ripa Gosvami 


In the Bhakti-rasamrta-sindhu, we meet with a novel interpretation and use of the 
classical dramatical theory of rasa'?. Rasa combines with the concept of bhakti in a 
detailed aesthetic and theological system, designed to help the worshippers in their 
inner growth of devotional sentiment. 

Outside Bengal and Vraja, Srila Ripa Gosvami’s contribution to aesthetics is 
relatively unknown, so much so that the famous compilation of Prof. K. C. Pandey, 
Comparative Aesthetics, does not mention his concepts at all*. To this day, only a 
handful of native Indian and Western scholars have dealt with the subject of Rüpa 


Gosvàmi and his works”. 


2. I. I. Components of the Bhakti-rasa Principle 


The Gaudiya Vaisnavas ontologically postulate the Supreme Lord as the source and 
shelter of all relationships and sentiments. The Bhakti-rasámrta-sindhu itself opens 
with a phrase, akhila-rasamrta-mürtih, 'the reservoir of all pleasurable rasas' as an 
epithet of $ri Krsna. The Upanisads hint at the pleasurable nature of the Supreme: 


raso vai sah, rasam hy evayam labdhvanandi bhavati 


The Supreme Lord is Himself the rasa, the shelter of pleasurable sentiments. One who 
is able to establish a relationship with Him becomes transcendentally blissful. 
(Taittiriya Upanisad, 2. 7. 1) 





133 The word rasa is usually translated as sentiment, mellow, flavor, emotion, or feeling. The last two 
options, however, overlap with the translation of the word bhava. Since bhava and rasa need to be 
distinguished, most translators choose ‘emotion’ as a translation of bhäva, and ‘sentiment’ as a 
translation of rasa. The distinction is obviously more or less technical. Some translators of 
dramaturgical texts use 'dramatical sentiment’ for rasa. But Ripa Gosvami does not limit the 
sentiments to a dramatic performance — he uses the concept to describe the prototypes of possible 
relationships with the Supreme. 

134 It is mentioned, though, in P. V. Kane's History of Sanskrit Poetics, pp. 310-315. 

135 Native scholars include Prof. Sushil Kumar De of the University of Dacca, who edited Rüpa 
Gosvami's Padyävali and wrote the critical Early History of the Vaisnava Faith and Movement in 
Bengal. Western scholars include David L. Haberman, who translated the Bhakti-rasamrta-sindhu into 
English, and wrote a work about the Gaudiya Raganuga-sadhana. Native Indian research about Rüpa 
Gosvàmi was done by Ms. Premlata Sharma (Studies in Bhakti-rasa according to Sri Rupa Gosvami), 
and Raghu Nath Sharma (Bhakti in the Vaisnava Rasa-sastra). Two Western scholars who dealt with 
Ripa Gosvami’s works in their doctoral dissertations are Donna M. Wulff (Drama as a Mode of 
Religious Realization: The Vidagdha-Madhava of Rupa Gosvami), and Neal Delmonico (Sacred 
Rapture: A Study of the Religious Aesthetic of Rupa Gosvami). 
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The infinitesimal jivas distance themselves from Him due to envy and aversion, 
allowed to them by the concession of free will: 


krsna-bahirmukha haña bhoga-vañcha kare 
nikata-stha maya tare japatiya dhare 


A confused soul who desires his own enjoyment, and becomes averse to his loving 
relationship with the Supreme Lord, is immediately struck down by maya, who keeps 
close guard of such rebellious souls. (Prema-vivarta of Jagadänanda Pandita) 


The practice of bhakti, then, is a way for the bewildered jivas to train their minds, 
by habit prone to selfish enjoyment, in re-focusing full attention to the relationship 
with the Supreme Lord. Rasa in the theory of the Gaudiya Vaisnavas is not mere 
enjoyable sentiment, but a set of character frames to one of which the soul would 
eventually become attracted — as its intrinsical relationship with the Lord, covered 
since time immemorial, finally begins to unfold and blossom again. The Gosvamis 
chose to use the existing terminology of the rasa experience available in classical 
dramaturgical treatises, and many concepts within both theories are comparable to 
some degree. Let us make a short overview of the relevant passages. 

Bhakti-rasa as conceived by Srila Ripa Gosvami externally consists of two distinct 
components: 


o First, the Natya-Sastra categories of the rasa-sütra (vibhävas, anubhavas, vyabhicaris 
etc.), which will be presented here along with Ripa Gosvami' slightly altered 
definitions for these terms. 

e Second, the Bhagavata Purana and other theological texts that support the idea of 
bhakti as a strong emotional bond between the upásaka and Bhagavan. 


The concept of bhakti-rasa, although traditionally a notion of perennial existence 
and not subject to debates about its perceived origin, could provisionally, for the 
sake of better comprehension, be seen as a synthesis of classical aesthetic principles 
and the theological principles of the bhakti movements which base their philosophy 
on the Bhagavata Purana. Sri Ripa Gosvami explains: 


purdne natya-$astre ca dvayos tu rati-bhavayoh 
samänärthataya hy atra dvayam aikyena laksitam 


In the Puranas and in the Natya-$astra, rati and bhava are equated. Here also these two 
terms are defined as synonyms. (BRS, 1. 3. 13) 


After many examples from various Puranas, Rúpa Gosvami states that rati is 
fivefold, according to the particular tastes and inclinations of various devotees. This 


43 








fivefold division of rati (Santa, priti, preyan, vatsala and madhura) will be fully 
discussed in the third, pascima-vibhaga of the Bhakti-rasamrta-sindhu. 

In the pürva-vibhäga, Ripa Gosvami first highlights the connection between the 
concepts of love towards God enunciated in the Vaisnava Puránas, and the concepts 
of the rasa theory from the Natya-sdstra. The ground is now prepared for the second, 
daksina-vibhaga, in which the author takes up the consideration of each of the 
elements of the rasa theory, namely the vibhavas, anubhävas, sáttvikas, vyabhicaris, 
and the sthäyi-bhäva. Each of them is dealt with in a separate lahari of the daksina- 
vibhaga. 

athasyah kesava-rater laksitäyä nigadyate 
sämägri-pariposena paramä rasa-rúpata 
vibhävair anubhävais ca sättvikair vyabhicaribhih 
svadyatvam hrdi bhaktánam anita $ravanadibhih 
esa krsna-ratih sthayi bhavo bhakti-raso bhavet 


Love (rati) for KeSava becomes the highest form of rasa when developed by means of a 
combination of the ingredients of the rasa experience. Love for Krsma is the 
foundational emotion (sthäyi-bhäva) that becomes the rasa of devotion (bhakti-rasa) 
by means of the excitants (vibhavas), indications (anubhävas), responses (sattvikas) 
and transitory emotions (vyabhicari-bhavas)'” in the heart of devotees engaged in such 
actions as hearing the scriptures (sravana). (BRS, 2. 1. 4-5) 


The general definition of the components of the experience of bhakti-rasa is as 
follows: 


ye krsna-bhakta-murali- nadadya hetavo rateh 
kärya-bhütäh smitädyas ca tathastau stabdhatadayah 

nirvedadyah sahayas ca te jñeya rasa-bhävane 

vibhava anubhavas ca sattvika vyabhicarinah 


The causes of love, such as Krsna, His devotees, and the sound of His flute; the 
resulting expressions such as smiling; the eight reactions such as stupefaction; and the 
assisting emotions, such as indifference, are known in the experience of rasa to be 
respectively the vibhävas (excitants), the anubhävas (indications), the sättvikas 
(responses) and the vyabhicdris (transitory emotions). (BRS, 2. 1. 12-13) 


This enumeration of the ingredients of aesthetic experience mirrors the ones 
found in classical theoretical works on aesthetics. The ultimate reference for the 
ancient Indian aesthetic theory is the Natya-Sastra of the venerable sage Bharata. 





136 The translations of the ingredients of the rasa experience are taken mostly from Haberman. Other 
options exist, presented in a table in Appendix 2. 
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2. 2. Aesthetic Theory of the Nätya-sästra 


2. 2. I. The Traditional Worldview of a Vaisnava 


To be able to appreciate how the Vaisnava theologians came to use the classical 
works on dramaturgy and aesthetics — the Nätya-Sästra and the abridged 
compendiums that followed in its wake — we have to briefly touch upon the 
traditional Vaisnava understanding of the sacred cosmogony and hierarchical 
cosmology, of both the visible world and the so-called mythological worlds beyond 
the visible sphere. 

Traditionally, the Vaisnavas do not subscribe to the idea of the supremacy of the 
impersonal Supreme, in Sanskrit sources described as the Brahman. Vaisnava 
scriptures consider the brahma-jyoti (the light of Brahman) as the mere effulgence of 
the Supreme Person, to whom they endeavor to return by re-developing their own 
spiritual selves to the extent where they can enter the ever-pure Kingdom of God. A 
quote from the Brahma-samhita, a collection of inspired prayers by Brahma, sheds 
light on the point: 

yasya prabha prabhavato jagad-anda-koti- 
kotisv asesa-vasudhadi vibhüti-bhinnam 
tad brahma niskalam anantam asesa-bhútam 
govindam adi-purusam tam aham bhajami 


I worship Govinda, the primeval Lord, whose effulgence is the source of the 
impersonal Brahman mentioned in the Upanisads. Being differentiated from the 
infinity of glories of che mundane universe, it appears as the indivisible, infinite, 
limitless, truth. (BS, 5. 40) 


Traditionally, the spiritual world represents the greater majority of the whole 
creation, the mundane world being only its insignificant corner". Within that 
corner of covered spiritual opulence, there is a gradation of abodes with ascending 
purity, and intimacy in the exchanges with the Supreme Person. 


goloka-nämni nija-dhamni tale ca tasya 
devi-mahesa-hari-dhamasu tesu tesu 
te te prabhava-nicaya vihitas ca yena 
govindam ddi-purusam tam aham bhajami 





137 The Rg Veda, in its famous Purusa-súkta, speaks of the one-quarter to three-quarters division: 
etävän asya mahimä ato jyayams ca purusah / pado ‘sya viva bhütani tripadasyamrtam divi, “Such is His 
greatness, and He is even greater than this. All beings in the mundane creation are His one fourth, 
while three fourths of the creation, which is immortal, are above the mundane sphere.” (Purusa-sukea, 
Rk-samhita 10. 90. 3) 
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[abode of Mahesa]; above Mahesa-dhama is placed Hari-dhama [abode of Hari, — 
Vaikuntha] and above them all is located Sri Krsna's own realm named Goloka-dhama. 
I adore the primeval Lord Govinda, who has allotted their respective authorities to the 
tulers of those graded realms. (BS, 5. 43) 





Many of the sättvika Puranas (Bhagavata, Padma, Visnu, etc.) describe these 
amazing spiritual spheres inhabited by perfected devotees. Vaikuntha, the abode of 
Visnu, is the point of perfection for all devotees who feel an inclination to eternally 
relate to the Lord with awe and respect, in the full consciousness of His overlordship 
and grandeur (aisvarya). Such a mood of veneration is most characteristic of the Sri- 
Vaisnava-sampradaya. 

A wonderful verse in the Rk-samhitä (1. 22. 20), known for being used at the 
beginning and at the end of various Vedic sacrifices, gives us the clear hierarchy and 
a glimpse of higher realities: 

om tad visnoh paramam padam 
sada pasyanti sürayah diviva caksur átatam 
tad vipräso vipanyavo jagrvamsah samindhate 
visnor yat paramam padam 


That supreme abode of Lord Visnu (Vaikuntha) is the objective of the devotees who 
can always perceive it with their divine vision. That abode can be revealed to others 
by the learned, praiseworthy brahmanas who are spiritually awake. 


Since the Gaudiya-sampradäya is inclined towards the worship of Sri Krsna in the 
intimacy that surpasses the mood of Vaikuntha-dhama, we will here focus on the 
descriptions of Goloka-dhama*. A few verses from the Brahma-samhita will be an 
introduction to that paradise of devotion: 


$riyah kantah kantah parama-purusah kalpa-taravo KA 
drumā bhūmiś cintämani-gana-mayi toyam amrtam : 
katha gänam natyam gamanam api vari priya-sakhi 
cid-ànandam jyotih param api tad asvadyam api ca 
sa yatra ksirabdhih sravati surabhibhyas ca su-mahan 
nimesardhakhyo và vrajati na hi yatrapi samayah 
bhaje $vetadvipam tam aham iha golokam iti yam 
vidantas te santah ksiti-virala-carah katipaye 










Narayana and Lord Krsna, there is a E attaction | 
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I worship that transcendental seat, known as Svetadvipa where as loving cc cons 
Laksmis in their unalloyed spiritual essence render loving service to the Supreme L 
Krsna as the only object of their affection; where every tree is a transcendental 
purpose tree; where the soil is the purpose gem, all water is nectar, every word is a : 
song, every step is a dance, the flute is the favorite attendant, effulgence is full of M 
transcendental bliss and the supreme spiritual entities are all enjoyable and tasty, 
where numberless milk cows always emit transcendental oceans of milk; where there is 
eternal existence of transcendental time, who is ever present and without past or 
future and hence is not subject to the quality of passing away even for the space of half 
a moment. That realm is known as Goloka only to a very few self-realized souls in this 


world. (BS, 5. 56-7) 


In the eyes of a devotee, the supremacy of Goloka and the superexcellent 
devotional sentiments of its pure inhabitants are the guiding light in appreciating all 
other elements of creation. We are here trying to relate to the classical treatises of 
dramaturgy, making them fit into the Vaisnava worldview by finding the ultimate 
source of these arts in Goloka-dhama. Here again, the Brahma-samhita is the key: 


ananda-cinmaya-rasa-pratibhavitabhis 
tabhir ya eva nija-rúpataya kalabhih 
goloka eva nivasaty akhilatma-bhüto 
govindam adi-purusa tam ahar bhajami 


I worship Govinda, the primeval Lord, residing in His own realm, Goloka, with Radha, 
resembling His own spiritual figure, the embodiment of the ecstatic potency possessed 
of the sixty-four artistic activities (kalas), in the company of Her confidantes (the 
sakhis), embodiments of the extensions of Her bodily form, permeated and vitalized by 
His ever-blissful spiritual rasa. (BS, 5. 37) 


Goloka-dhäma, the highest spiritual realm, is the seat of all the arts in their fully ERU 
spiritual original state, used by the devotionally inspired residents of that abode in E 
service to Radhà-Govinda. Among the traditional sixty-four arts, the prominent four 
are singing (gita), music (vadya), dancing (nrtya) and drama (natya). All these arts 
have descended to the mundane world as well, though they have lost much of their 
purity and transcendent focus in the process? The Natya-Sastra itself speaks of its 
origin in its first and last (36.) chapter. 













139 It is interesting to note in this egard t 
forms of: art (architecture, painting 





2. 2. 2. The Descent of the Natya-Sastra 


In every Treta-yuga, when the consciousness of the people deteriorates from the 
pure paramahamsa level, the four varnas appear, and the sidras become incompetent 
to hear the Vedas. The demigods at that time approach Lord Brahma with a request: 
“Please create an entertaining art which will also serve as a mode of instruction to 
the people of all the varnas.” Brahma then creates the Natya-veda, the fifth Veda 
of the science of drama, out of the four Vedas'*, and makes it descend from higher 
realms of the creation. The art of drama is handed over to Bharata Muni and his one 
hundred sons for preservation and dissemination. They learn it thoroughly and, on 
the auspicious occasion of the festival of lifting the victory flag of Indra, the first 
drama in the mundane world is staged in the heavenly court. 

Later on, due to arrogance of expertise in drama, the sons of Bharata offend a 
group of respectable sages with their inappropriate comedies. The sages curse them 
that they will soon lose their brahminical status and fall down to earth. After killing 
Vrträsura, Indra has to give up his post and is trying to nullify the sin he has 
incurred’. At that time, Indra’s throne is occupied by Nahusa, an earthly king. 

Nahusa sees the art of drama practiced in the heavens and desires to take it down 
to the earth as well. In obedience to the curse of the sages, the sons of Bharata 
accompany king Nahusa back down to earth and stay there, teaching the art of 
drama to the mortals. They marry earthly ladies and mingle with the residents of the 
earth, and thus the high status of the actors as a class is somewhat reduced. 

But that is of course different in pure devotional drama, which has the fifth, 
highest purusartha as its goal, and not the three ordinary purusarthas like dharma, 
artha, and kama'*. Pure devotional drama is, in its appearance and its result, like 
those staged in Goloka-dhàma for the sole pleasure of Sri Sri Radha-Govinda. Sri 
Caitanya Mahaprabhu is known to have directed dramas together with His close 
associates. The acaryas of the Gaudiya-sampradäya have written a few exceptional 
dramas filled with bhakti to the brim: the most famous are the Jagannätha-vallabha- 
nätaka of Srila Ramananda Raya, the thee dramas of Srila Ripa Gosvami, and the 
Caitanya-candrodaya-nataka of Kavi Karnapüra. These dramas will be studied in the 
second part of the thesis. 


140 kridaniyakam icchämo drsyam $ravyam ca yad bhavet // na veda-vyavaharo ‘yarn samsravyah Südra- 
jatisu / tasmad srjápararh vedam paricamam sarva-varnikam (NS, 1. 11-12) 

^! jagräha pathyam rg-vedat samabhyo gitam eva ca / yajur-vedad abhinayán rasan atharvanad api, 
“Lord Brahma (in creating the art of drama) took recitation from the Rg Veda, music from the Sama 
Veda, artistic gestures from the Yajur Veda, and the aesthetic emotions from the Atharva Veda.” (NS, 
1.17) 

142 The theme of Indra killing Vrträsura is often mentioned passingly in the Vedic hymns to Indra, 
while the whole story is related in many Puränas (in the Bhagavata, Canto 6, chapters 9-13). 

13 The philosophy of Sri Caitanya is that the most important goal in human life is prema, pure love 
towards the Lord (a saying attributed to him is: prema pum-artho mahan). 
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2.3. The Formula of the Rasa Experience 


The practice of drama, along with music and dance, is decribed by Bharata Muni in 
his Natya-Sástra. As a helping hand to actors, it supplies them elaborate descriptions 
of emotions, and a detailed theory of their expression, known as the theory of rasa. 
Let us inspect the theory of Bharata Muni, to be able to clearly see the 
corresponding features in Rüpa Gosvami's system of bhakti-rasa. 

We must know, however, that we are dealing with the science of rasa as it has 
descended into the mundane sphere, and is not necessarily focused on the Lord. The 
emotions studied in this theory are therefore deprived of much of their potential 
purity and intensity. Nevertheless, the key ingredients of emotional experience as 
analyzed by Bharata are still valid, and may help us understand our emotions on the 
mundane level, as well as help us develop our pure emotions towards the Lord.!** The 
experience of rasa, Bharata Muni says, is possible only when the following 
ingredients combine: 


° vibhävas (excitants) — persons and conditions that excite the emotion 

* anubhavas (indications) — changes in body and mind as a result of experiencing 
the emotion!” 

e vyabhicari-bhavas (transitory emotions) — minor emotions accompanying and 
enhancing the main one 

e sthayi-bhava (permanent emotion)- the latent main emotion present in the mind. 


The full formula of the experience of rasa is the famous so-called rasa-sútra, from 
the sixth chapter of the Natya-sastra. Bharata Muni puts it this way: 


vibhava-anubhava-vyabhicari-samyogad rasa-nispattih 


Rasa appears when the sthayi-bhava is augmented with the appropriate vibhavas, 
anubhavas and the vyabhicari-bhavas.!* 


This simple formula holds true for any of the traditional eight emotions described 
in the Natya-sastra. Another one is usually added, the sänta-rasa, a black sheep 
among them because of its pointing towards transcendence. In the ordinary theory 





144 Many of the traditional theorists deny the existence of rasas outside the theatre and poetic works. 
Ripa Gosvami’s system, however, is not concerned with mere aesthetic enjoyment but transfers the 
ingredients of the dramatic experience into a transcendent relationship of the soul with the Supreme 
Soul, the original reservoir of all rasas. 

145 The sattvikas (involuntary emotional responses) are usually included under the anubhavas, as a 
special, deeper variety of them. 

146 Natya-Sastra, 6.38. 
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of Sanskrit drama, the way it was preserved in the beginning of the Kali-yuga, the 
traditional eight emotions were severed from their connection with the Supreme 
Soul. To make up for the absence of transcendence, the Sänta-rasa was added to the 
list by some of the commentators to the Nátya-sástra, indicating the need that began 
to be felt of distancing oneself from the troublesome and one-sided attachments 
towards matter, and developing a sense of renunciation towards the mundane world. 

But for bhakti-yogis, even such pure renunciation of the world and aspiration after 
the peace of Brahman realization is not enough, and the Gaudiya Vaisnava ācāryas 
lead us beyond mere spiritual peace into a whole new world of purified, 
transcendental feelings directed to the Lord. This is the contribution of Sri Rúpa 
Gosvami to the field of Indian Aesthetics. Emotions tied to mundane objects are 
repressed in lower stages of spiritual practice and considered a threat to the aspiring 
seeker of perfection. At the point of tangible, mature spiritual advancement, 
however, they are awakened in their true spiritual capacity, spiritualized through a 
spiritual object, and become a guiding light toward newer and newer heights in 
relationship with the Supreme Lord. 


2. 4. Definitions in the Nätya-sastra 


At the beginning of the sixth chapter of the Natya-Sastra, the assembled sages 
inquire from their teacher, Bharata Muni, about the sentiments employed in dramas: 


ye rasa iti pathyante nätye nätya-vicaksanaih 
rasatvam kena vai tesam etad akhyatum arhasi 
bhavams caiva katham proktäh kim và te bhavayanty api (...) 


The experts in dramaturgy speak of sentiments. What are they? How did they become 
sentiments? What is meant by emotions? How are they expressed? (...) (NS, 6. 2, 3) 


In his answer to the sages, Bharata compares the knowledge of arts to an ocean, 
saying that he will supply concise definitions with limited words, which can be 
expanded further by means of inference and imagination. 

Bharata Muni deals with the topic of rasa and bhäva in the sixth and seventh 
chapter of the Natya-Sastra. The later commentarial tradition wrestled with the 
connection between the two: rasa and bhava are apparently the same thing, but 
while bhava is only the ‘raw’ emotional material latent in the heart, the rasa is its 
fully developed perfected stage, brought about by a combination of all the 
ingredients of the rasa experience. The apparent difference is maintained in 
Sanskrit with two similar sets of terms for the corresponding bhävas and rasas, 
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although trying to preserve the difference in the translations has proven to be a 
difficult task. N. P. Unni in his translation!” givesita try: 


Srñgara-hasya-karuna  raudra-vira-bhayanakah 
bibhatsadbhuta-samiñau cety astau nátye rasah smrtah 


In dance and drama there are eight sentiments, $rngära (the Loving)'*, häsya (the 
Comic), karuna (the Pathetic), raudra (the Furious), vira (the Heroic), bhaydnaka (the 
Terrible), bibhatsa (the Disgusting), and adbhuta (the Marvellous). 


ratir hasas ca Sokas ca krodhotsahau bhayam tatha 
jugupsä vismayas ceti sthayi-bhavah praktreitah 


The eight sthäyi-bhävas or permanent moods corresponding to the eight sentiments are 
given categorically as: rati (Love), hasa (Mirth), $oka (Sorrow), krodha (Anger), utsaha 
(Courage), bhaya (Fear), jugupsa (Aversion) and vismaya (Wonder). (NS, 6. 16, 18) 


Traditionally, the term bhava includes the eight sthayi-bhavas, thirty-three sañicari- 
bhävas (or vyabhicäri-bhävas) and the eight sattvaja-bhävas. The traditional number 
of bhävas is therefore forty-nine. The vibhavas and the anubhavas are not included in 
the calculation because they are not so easily definable, much less counted. After the 
enumeration of rasas and their corresponding sthayi-bhavas, Bharata Muni lists all of 
the vyabhicáris and the eight sättvikas, and other elements of the art of drama like 
the four kinds of abhinayas (representations) — ängika (bodily), vacika (vocal), 
ähärya (external like dress) and sättvika (involuntary expression of internal 
feelings). As the rasas (sentiments) are the most important, he offers to study them 
first. 


tatra rasan eva tavad adav abhivyakhyasyamah 
na hi rasad rte kascid arthah pravartate 
tatra vibhavanubhava-vyabhicari-samyogad rasa-nispattih 


Among the elements of the art of drama, I shall deal with the sentiments at the outset. 
There would be no meaning [in the art of drama] without sentiments. The conjunction 
of vibhavas, anubhavas, and vyabhicari-bhavas causes the appearance of rasas 


(sentiments). (NS, 6. 34) 


Bharata compares the appearance of rasa to the act of cooking: the various 
ingredients like vegetables, herbs, spices and so on, are the raw material, and the 
final product is a cooked dish, relishable and complete, although so many ingredients 





147 Dr. N. P. Unni, Natya-Sastra — Text with Introduction, English Translation and Indices (Delhi, 


2003). 
148 1 avoid the term erotic as a translation of $rígara, since that would clash with the sober mood of 


the religious writings of the Gaudiya äcäryas. 
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are present in it. The sages have asked him, “What is a rasa?” and he replies, “Rasa is 
something that can be relished.” “And how does one relish a sentiment, a rasa?” “Just 
like the noble people taste the sumptuous food and different tastes within it, so do 
the noble-minded spectators relish the various sentiments in a dramatic 
representation.” Bharata poses another question to himself: “Do the sentiments 
(rasas) give rise to emotions (bhavas) or is it the other way around?” He answers, 
“Some hold that both are the cause and effect because of their close relations. But it 
is not so. Why? Because we notice that the emotions culminate in the sentiments 
and not the other way.” He quotes supportive slokas: 


nänäbhinaya-sambaddhän bhävayanti rasan imán 

yasmät tasmád ami bhava vijneya natya-yoktrbhih 
na bhäva-hino “sti raso na bhävo rasa-varjitah 
paraspara-krtà siddhis tayor abhinayo bhavet 


The authorities on drama call the emotional fervor bhavas, because they help in 
realizing (bhavayanti) the rasas connected with the various forms of representation. 
There can be no rasa without the accompaniment of bhava, nor is there any bhava 
which is devoid of rasa. Their mutual help makes the representation perfect. (NS, 6. 


40, 42) 


Bharata then enumerates all the eight rasas with their corresponding sthayis, 
characteristic vibhavas, anubhavas and possible accompanying vyabhicaris, and thus 
concludes the chapter on sentiments. In the next, seventh chapter, devoted to 
bhävas, he again opens the discussion on the meaning of bhava, and derives its 
meaning from the causative form of the verb bhū- (bhavayati), with meanings like 
“manifest, make to appear, facilitate the appearance, pervade, make distinct”. He 
glosses the word vibhdva (the excitant, an external stir to activate an emotion) as 
equal to terms nimitta, hetu and karana, which broadly refer to a cause. Anubhava 
(the indication, an external effect of the emotion) is explained through its 
etymological base, the verb anu-bhú- which either means to experience, or to follow. 


yo ‘rtho hrdaya-samvadı tasya bhavo rasodbhavah 
Sartram vyäpyate tena $uskam kastham ivagnina 


That meaning which is endearing to the heart gives rise to emotions resulting in the 
experience of a rasa. That experience pervades the whole body as fire engulfs the dry 


wood. (NS, 7. 13) 


A question may be asked, Bharata presupposes, “Why is the sthayi-bhava not 
included in the rasa-sütra?" His answer is that sthdyi is the foundation of the rasa 
experience, and from it directly the rasa develops, while the other ingredients are 
only subsidiary. 
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yatha naránám nrpatih Sisyanärm ca yatha guruh 
evam hi sarva-bhavanam bhavah sthayi mahän iha 


Like king among men and teacher among students, the sthäyi is always superior among 


the different kinds of bhavas. (NS, 7. 15) 


Bharata then proceeds to describe all the thirty-three vyabhicaris, with the 
appropriate vibhävas and anubhävas, and then opens a discussion on the sättvikas. 
An incredulous questioner may ask, “If the word sattvika means ‘the involuntary 
manifestation of a deep affection of one’s being’, then are the other anubhavas 
represented without a deep affection?” “Yes, exactly,” Bharata answers, “unlike the 
ordinary anubhävas which are easily imitated, the sättvikas call for a deeper mental 


engagement to the point where the affected state seems real to the spectator.” He 
lists them, 


stambhah svedo ‘tha romañcah svara-bhedo ‘tha vepathuh 
vaivarnyam asru-pralaya ity astau sattvika matah 


The eight involuntary exhibitions of internal state are as follows: stupor, perspiration, 
horripilation, broken voice, trembling, change of color, tears and loss of consciousness. 


(NS, 7. 147) 


At the end of chapter seven, Bharata discusses the various possible combinations 
of sthayis with the different sättvikas and vyabhicaris. He concludes with an 
observation, 

na hy eka-rasa-jam kavyam naika-bhavaika-vrttikam 
vimarde rangam ayati prayuktam hi prayatnatah 

nana-bhavartha-sampannah sthayi-sattva-vicarinah 
puspa-vikirnah kartavyah kavyesu hi rasa budhaih 


There is no poem dealing with a single sentiment or delineating a single bhava or a 
vrtti (style). All of them combine to produce the desired dramatic appeal. Care should 
be taken that the various sthayis, sattvikas and vyabhicaris enhanced by various other 
emotions should be arranged in such a way that they appear as flowers strewn all over, 
raised to the delectable position of sentiments. (NS, 7. 178-9) 


This much should suffice as an introduction to the concepts of rasa in the Natya- 
éastra. Srila Ripa Gosvami was a writer of dramas as well, but primarily, his concept 
of bhakti-rasa does not relate very closely to the rasa of the dramatic performance. 
The difference will become apparent as we peruse the details of his novel application 
of the theory of rasa. 
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2. 5. Definitions in the Bhakti-rasämrta-sindhu 


We can try to identify the sources lying in front of Sri Ripa Gosvami at the time 
of his writing the Bhakti-rasamrta-sindhu. The writings that he based his concepts on 
can be grouped into the following categories: 


- theories on bhakti-rasa written before him, Nama-kaumudi and Mukta-phala, 

- the Puränic literature on bhakti: the Bhägavata and other Vaisnava Puranas, 
the Ndrada-paficaratra, and works of other bhakti poets collected in his 
Padyavali, 

- the traditional works that include chapters on poetry, drama and aesthetics: 
the Agni Purána and the Visnudharmottara Purana, 

- the Natya-sastra and its commentarial tradition, 

- the traditional poetic, aesthetic and dramatic theories. 


But to reduce Ripa Gosvami's writing to simply a mechanical assessment of the 
available works and merely an intellectual ‘packaging’ of the ideas of Sri Caitanya on 
bhakti-rasa would seem somewhat external and overly simplified in the circle of even 
ordinary devotees, what to speak of those of the caliber of Ripa, Sanatana and Jiva 
Gosvámis. For a saint so empowered and so much in line with the thoughts and 
desires of his master, Sri Caitanya Mahäprabhu, his writing was undoubtedly of a 
very special kind. If the Supreme Lord ever felt obliged to guide a saint in writing, it 
was right here, in the case of Sri Rapa Gosvami. Like the perfected yogis and much 
more than that, such a person of supremely advanced devotion has the Lord’s 
potencies under his control without even desiring, and often without even noticing 
it. The Bhakti-rasamrta-sindhu was written in such a state of supreme attention to 
the dictation of the Supreme Lord, and with His full blessings. It is an intricate guide 
for the devotees in finetuning their emotional responses to the Lord, through 
hearing about Him and other forms of bhakti. And yet, while certainly trying to lead 
the readers towards high emotional relish within their relationship to the Supreme 
Lord, Rapa Gosvami is careful to show the superiority of devotees who are able to 
overcome the fascination with their own ecstasies. 


anga-stambharambham uttungayantam premanandam daruko näbhyanandat 
kamsáráter vijane yena saksad aksodiyan antarayo vyadhayi 


Sri Daruka did not relish his ecstatic feelings of love, for they caused his limbs to 
become stunned and thus obstructed his service of fanning Lord Krsna. (BRS, 3. 2. 62). 
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2.5.1. The Vibhavas (Excitants) 


Srila Rapa Gosvámi begins the first lahari of the daksina-vibhaga with a general 
definition of the vibhävas, or excitants of spiritual emotions. 


tatra jñeya vibhävas tu ratyasvädana-hetavah 
te dvidhalambaná eke  tathaivoddipane pare 


The excitants are considered to be the causes of experiencing love. They are of two 
kinds: the first are the substantial excitants (alambana-vibhavas) and the second are 
the enhancing excitants (uddipana-vibhavas). (BRS, 2. 1. 14) 


This twofold division of vibhavas follows the Agni Puräna (338. 36), and Ripa 
Gosvami quotes it: 


vibhavyate hi ratyadir yatra yena vibhavyate 
vibhävo nama sa dvedhalambanoddipanatmakah 


That by which and wherein love and the other foundational emotions are aroused is 
called the excitant. lt is of two kinds: the substantial excitant and the enhancing 
excitant. (Quoted in BRS, 2.1.15) 


In the Bhakti-rasamrta-sindhu, however, which is not a treatise of dramatic theory 
but a theological inspiration for devotional mysticism, the älambana-vibhava is 
declared to be Sri Krsna and His devotees. Krsna is the object (visaya) of rati and the 
devotees are the vessels (ädhära or äsraya) of rati toward Krsna. The uddipana- 
vibhavas are divided into thirteen kinds: Krsna’s qualities, actions, ornaments, smile, 
decorations, footprints, the Tulasi plant, festivals celebrated in Krsna’s glory etc. 

Its number of verses being almost four hundred, this is perhaps one of the most 
extensive laharis in the Bhakti-rasamrta-sindhu. Its major portion is a delineation of 
the qualities, features, forms and virtues of Sri Krsna, the apräkrta-näyaka, and the 
subject will be covered in Chapter 2 of the second part of the thesis. 


2.5.2. The Anubhavas (Indications) 


The second lahari of the daksina-vibhaga defines the anubhavas: 


anubhavas tu citta-stha- bhavanam avabodhakah 
te bahir vikriya prayah prokta udbhasvarakhyaya 
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The indications are the external reactions that indicate the emotions situated in the 
heart. They are also known as the illuminators (udbhasvaras). (BRS. 2. 2. 1) 


There is a twofold division of them, they may be Sita (cool) or ksepana (ecstatic). 
Here again, Ripa Gosvami does not present a full palette of possible mundane 
emotional responses to be used in dramatic performances, but deals exclusively with 
ecstatic outbursts which occur in one’s mature relationship with the Supreme Lord. 
Thirteen kinds of anubhavas are enumerated, beginning with dancing, along with 
illustrations.? An example of ‘rolling on the ground’ is a verse from the Bhagavata 
Purana which describes Akrüra, the uncle of Sri Krsna, as having lost his composure 
upon his arrival in Vrndavana. He fell off the chariot onto the road, upon seeing the 
marks of Krsna's foot soles in the fine sand. (BRS, 2. 2. 5) 


2.5.3. The Sattvikas (Involuntary Responses) 


The next, third lahari of the daksina-vibhaga describes the sättvikas: 


krsna-sambandhibhih saksat kiñcid va vyavadhanatah 
bhävais cittam ihakrantam  sattvam ity ucyate budhaih 
sattvad asmat samutpanna ye bhävas te tu sattvikah 
snigdha digdhas tatha ruksä ity ami trividha matah 


The wise call the mind pure and luminous (sattva) when it is imbued with bhävas 
associated with either direct or obscure relationship with Krsna. The emotional states 
arising from this pure and luminous state of mind are called sättvikas. They are of 
three types, snigdha (affectionate), digdha (tainted) and ruksa (harsh). (BRS, 2. 3. 1-2) 


In his commentary to this definition of the sättvikas, Jiva Gosvami helps to 
distinguish them from the previously mentioned anubhävas. He states, “In this 
definition, transformations arising solely from sattva are to be understood. That is 
because the anubhävas such as dancing also arise from sattva (heart overwhelmed by 
rati), but in combination with the intelligence. The sättvikas such as becoming 
stunned, however, arise from sattva alone, with no help of the intelligence.” Rüpa 
Gosvämi enumerates the standard eight sättvikas, the same as the ones mentioned in 
the Nätya-sastra, along with examples. He offers the reader a string of wonderful 
emotional miniatures in writing, either a production of his own poetic genius, or 
quotes from the Bhägavata Puräna. His own: 





149 The list includes: dancing, rolling on the ground, singing, shouting, stretching the body, bellowing, 
yawning, deep breaths, disregard of one’s environment, drooling, loud laughter, whirling around and 
hiccups. (BRS, 2. 2. 2) 
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kundair mukundaya muda srjanti srajam varām kunda-vidambi-danti 
babhüva gandharva-rasena-venor gändharvika spandana-$ünya-gatri 


Rädhikä, whose teeth are more splendid than the jasmine flower, was making an 
excellent garland of jasmine flowers for Mukunda. She then heard the sweet song of 
the flute and became motionless. (BRS, 2. 3. 5) 


From the Bhagavata Purana (3. 2. 14): 


yasyänuräga-pluta-häsa-räsa- lilavaloka-pratilabdhamanah 
vraja-striyo drgbhir anupravrtta- dhiyo ‘vatasthuh kila krtya-Sesah 


The damsels of Vraja, after pastimes of laughter, humor and exchanges of glances, used 
to follow Him with their eyes, and thus they sat down with stunned intelligence and 
could not complete their household duties. (Quoted in BRS, 2. 3. 22) 


The three varieties of sättvikas in Ripa Gosvami’s system are determined 
according to the closeness of the emotion to the Supreme. The snigdha (affectionate) 
variety appears in persons who are individually affected in the relationship with the 
Lord. The digdha (tainted) variety also appears in the close associates of the Lord, 
but is activated by a bhäva different from their foundational rati in relation to the 
Lord. The third kind, the ruksa (harsh), is triggered by only a raty-abhasa, a shadow 
of rati, in persons who may have a mundane disposition but happen to hear heart- 
melting songs about the Lord, and are positively affected for a moment. 


2.5.4. The Vyabhicaris (Transitory Emotions) 


The fourth lahari deals with the vyabhicari-bhavas: 


athocyante trayas trimsad bhava ye vyabhicarinah 
visesenabhimukhyena caranti sthayinam prati 
vag-añga-sattva-siicya ye jñeyās te vyabhicarinah 
sañicarayanti bhávasya gatim saficdrino “pi te 
unmajjanti nimajjanti sthayiny amrta-vdridhau 
ürmi-vad vardhayanty enan yäntitad-rüpatäm ca te 


Thirty three emotional states are called transitory emotions (vyabhicari-bhavas) 
because they accompany the foundational emotion (sthayt) providing it with special 
enhancement. The transitory emotions are indicated through the voice, body and 
mental states, and are also known as variable emotions (sañcaris) since they cause the 
sthäyi to vary. Rising and falling like waves in the sweet ocean of the sthayi-bhava, they 
nourish it and then merge back into it. (BRS, 2. 4. 1-3) 


57 





Srila Rúpa Gosvami proceeds to enumerate them, along with possible causes and 
suitable poetic examples. The traditional list is as follows: nirveda (self- 
disparagement), visáda (remorse), dainya (depression), glani (debility), $rama 
(weariness), mada (intoxication), garva (haughtiness), Sanka (apprehension), träsa 
(fright), dvega (confusion), unmdda (insanity), apasmrti (dementedness), vyadhi 
(sickness), moha (loss of awareness), mrti (death-like symptoms), dlasya (laziness), 
jddya (indecision), vrida (shame), avahittha (concealment), smrti (remembrance), 
vitarka (conjecture), cinta (pondering), mati (resolve), dhrti (steadiness), harsa (joy), 
autsukya (impatience), augrya (ferocity), amarsa (indignation), asuyà (fault- 
finding), cápalya (unsteadiness) nidra (sleepiness), supti (dreaming) and bodha 
(awakening). 

In addition to these, Srila Riipa Gosvami describes thirteen more emotional states, 
but seeks to include them in the existing thirty-three’: matsarya (envy), udvega 
(flurry), dambha (pride), irsya (jealousy), viveka (discrimination), nirnaya (coming to 
conclusion), klaibya (weakness), ksama (forgiveness), kutuka (curiosity), utkantha 
(longing), vinaya (modesty), samsaya (doubt), dharstya (audacity). Matsarya is 
treated as a sub-variety of asúya, udvega is included in the trasa, and so on. 

Throughout the Bhakti-rasamrta-sindhu, Ripa Gosvami shows a high level of 
compliance with the rudimentary theory of rasa of the sage Bharata, going as far as 
listing nirveda first among the vyabhicaris, because Bharata has done so. Jiva 
Gosvami comments that this is merely out of deference to the authority of 
Bharata'”'. They both acknowledge the position of some dramatic theorists who 
consider nirveda to be the sthayi of Sänta-rasa. The matter is complicated, due to 
nirveda being traditionally a vyabhicari, and not a sthayt. Of course, in his own 
system, Rüpa Gosvami posits Sänta-rati as the sthäyi of Sänta-rasa, and avoids such 
pitfalls. 

This entire lahari offers a wonderful opportunity to Ripa Gosvami for selecting and 
composing suitable examples of the various vyabhicaris in relation to each other, and 
to other aesthetic elements. He sets up an impressive categorization of different 
types of vyabhicáris as well as their shadowy forms, discusses their causes and effects, 
their stages and the degrees of mental perceptiveness which affect the manifestation 
of the vyabhicaris. 

As an example of nirveda arising out of separation from the beloved person, Rupa 
Gosvami describes the state of Sri Krsna’s friend Subala, put into his own mouth: 





180 In doing so, he seems to be collecting various additions to the list: from the Visnudharmottara 
(31.39) the sansaya, from the Natya-darpana of Gunacandra and Ramacandra (3. 177) the ksama, 
from the Bhava-prakasa of Saradatanaya (Ch. 2) the mätsarya, and from the Rasärnava-sudhäkara of 
Simha Bhüpala (2. 14) the udvega, dambha and irsya. 

15! BRS, 2. 4. 13: amangalam api procya nirvedam prathamam munih / mene “mum sthayinam Santa iti 
jalpanti kecana, “Although it is inauspicious, Bharata Muni has mentioned nirveda as the first 
vyabhicari-bhava, since it is the sthayi-bhava of Santa-rasa. This is the opinion of some.” 
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asangamän mädhava-madhurinäm apuspite nirasatám prayäte 
vrndávane Siryati ha kuto ‘sau pränity apunyah subalo dvirephah 


Without the presence of the sweetness of Mädhava, Vrndävana became withered, it 


lost its charm and its flowers. How, alas, does this unfortunate strong bee, Subala, 
continue to live?!” (BRS, 2. 4. 9) 


2.5.5. The Sthayi-bhavas (Foundational Emotions) 


The fifth lahari of the daksina-vibhaga treats the sthayi-bhavas. Like Bharata Muni 
in the Natya-sastra, Rüpa Gosvami also uses the imagery of a paramount ruler for the 
sthäyi, able to subject to itself all other emotions, compatible or not: 


aviruddhän viruddhán ca bhāvān yo vasatäm nayet 
suräjeva virdjeta sa sthayi bhava ucyate 

sthayt bhavo ‘tra sah proktah Sri-krsna-visaya ratih 
mukhya gauni ca sa dvedhà  rasa-jñaih parikirtita 


That emotion which dominates all compatible and incompatible emotions and shines 
forth like the best of all kings is called a foundational emotion. It is declared to be that 
love (rati) which takes Sri Krsna as its object. The knowers of rasa say that it is of two 
types, mukhya (primary) and gauni (secondary). (BRS, 2. 5. 1-2) 


The varieties of bhakti-rasas according to Ripa Gosvami’s system will be 
thoroughly dealt with in Chapter 4. For now, suffice it to say that with great 
ingenuity, Ripa Gosvami succeeds in establishing a theory of five primary, mukhya- 
bhakti-rasas, and seven secondary, gauna-bhakti-rasas. Of those, the main bhakti-rasa 
is only one for a particular devotee, and he is additionally affected now and then 
with the secondary seven, thus coming to the number of eight rasas for each 
particular devotee, in agreement with the number of rasas in the Natya-sastra. 


paticadhapi rater aikyan mukhyas tv eka ihoditah 
saptadhätra tatha gauna iti bhakti-raso ‘stadha 
mukhyas tu pañcadha Santah pritah preyams ca vatsalah 
madhura$ cety ami jñeya yathä-pürvam anuttamah 
hasyo ‘dbhutas tatha virah karuno raudra ity api 
bhayänakah sa bibhatsa iti gaunas ca saptadha 
evam bhakti-raso bhedad dvayor dvadasadhocyate 





152 A double meaning occurs here: the word dvirepha can denote a bee, or a fool. Subala can be 
understood as a personal name, or an adjective ‘very strong’. Subala calls himself a fool by the name 
Subala’, or a ‘very strong bee’ that survives despite the withered appearance of Vrndavana. 


59 








io 
d 








"ks 
ges 





vastutas tu puränädau pañcadhaiva vilokyate 


Though there are five types of primary rati, only one is considered since only one is 
manifested as most prominent in an individual devotee. The one primary rati 
combines with the seven secondary ratis to form eight ratis, which produce eight rasas 
(for one person). 

The primary bhakti-rasas are five: Santa, prita, preyan, vatsala and madhura. The order 
of excellence is from the first to the last. 

There are seven secondary rasas: hasya, adbhuta, vira, karuna, raudra, bhaydnaka and 
bibhatsa. 

Thus there are twelve primary and secondary rasas, but in the Purdnas, only the 
primary five are mentioned. (BRS, 2. 5. 114-117)? 


2.5.6. The Experience of Bhakti-rasa 


The actual transformation of sthayi into rasa is again described in terms similar to 
the analogies of the Nätya-sästra, but what is immediately apparent is the huge 
difference in quality of the devotional mellow in the Bhakti-rasamrta-sindhu, 
compared to mere mundane aesthetic enjoyment of a dramatic work. Obviously, the 
devotees do not experience the heights of bhakti-rasa only when they see a drama 
about the Lord; their latent love for the Lord transforms into rasa whenever the 
other appropriate elements of the devotionally inspiring aesthetic experience are 
present. 


ratir dvidhapi krsnadyaih $rutair avagatair smrtaih 
tair vibhavaditam yadbhis tad-bhaktesu raso bhavet 


Both types of love (primary and secondary) are transformed into rasa in the devotees 
when they hear, see, or remember Srí Krsna and related factors that function as the 
excitants and the other aesthetic components. (BRS, 2. 5. 79) 


yatha dadhyadikam dravyam  Sarkara-maricadibhih 

samyojana-visesena rasalakhyo raso bhavet 
tad atra sarvatha saksat krsnädy-anubhavadbhutah 
praudhananda-camatkaro bhaktaih ko “by anurasyate 


Just as a substance consisting of yogurt and other ingredients, mixed in a special way 
with sugar and spices becomes the drink called rasala, so here too, in the same way, the 





153 Srila Jiva Gosvami comments that in the Puranas, the secondary ratis are treated as vyabhicari- 
bhavas. 
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devotees relish the inexpressible wonder of abundant joy (i.e. rasa) from a direct 
experience of Sri Krsna and the other aesthetic components. (BRS, 2. 5. 80, 81) 


sa ratyadi-vibhavadyair eki-bhäva-mayo ‘pi san 
jñapta-tattva-visesas ca tat tad udbhedato bhavet 
yathä coktam — 
pratiyamanah prathamam vibhavadyas tu bhagasah 
gacchanto rasa-rüpatvam milita yanty akhandatám 
yatha marica-khandäder eki-bhäve prapanake 
udbhasah kasyacit kvapi vibhävades tathä rase 


Even though the rasa has become one with love and the other aesthetic components, 
such as the excitants, the special qualities of the various components of the rasa can 
still be perceived distinctly. For as it is said: The excitants and other aesthetic 
components are first recognized as separate units, but upon becoming rasa, they are 
mixed and achieve a seamless unity. Sometimes the individual ingredients can be 
tasted in a sherbet, even though there is a oneness of the sugar and spices. In a like 
manner, the individual excitants and other aesthetic components can sometimes be 
experienced distinctly in a rasa, even though they have achieved a oneness. (BRS, 2. 5. 


82-84) 


What follows is a consideration of the ingredients of devotional-aesthetic 
experience according to their function, and their traditional terminology: 


rateh kärana-bhüta ye krsna-krsna-priyadayah 
stambhadyah karya-bhutas ca nirvedadyah sahayakah 

hitva karana-karyadi- sabda-väcyatvam atra te 

rasodbodhe vibhavadi- vyapadesatvam apnuyuh 


Sri Krsna and Krsna’s dear devotees are the cause (karana) of love; actions such as 
becoming stunned are the results (karya) of love, and such emotions as indifference 
are its auxiliaries (sahäyaka). In the context of rasa, the ordinary meaning of the terms 
‘cause’, ‘result’ and ‘auxiliary’ is left behind and they assume the names excitant 
(vibhava), indications (anubhäva) and transitory emotions (vyabhicari-bhava). (BRS, 2. 
5. 85-86) 


Short definitions of all three categories of aesthetic components are given again as: 


rates tu tat-tad-ásvada- visesayätiyogyatäm 
vibhavayanti kurvantity ukta dhirair vibhavakah 
tas canubhavayanty antas tanvanty äsväda-nirbharam 
ityukta anubhavas te kataksadya sa-sattvikah 
sañcarayanti vaicitrim  nayante tam tathavidham 
ye nirvedadayo bhavas te tu sañcarino matah 


61 





The excitants (vibhdvas) are so called by the wise because they make possible 
(vibhavayanti) the various kinds of special experiences of love. 

Actions such as sidelong glances, along with the responses (sdttvikas), are called 
indications (anubhävas) because they allow the love to be perceived (anubhävayanti) 
and cause a deep experience of love to permeate the heart. 

Emotions such as are judged to be transitory emotions because they cause love to 
wander (saficárayanti) and in this way lead to variety in love. (BRS, 2. 5. 87-9) 


The last lahart of the daksina-vibhaga concludes with additional definitions of rasa 
and bhava: while bhava remains a mere latent impression, made up of previous 
emotional samskaras, the rasa is the actual climax of the emotional experience, 
relished in a pure devoted heart. 


vyatitya bhävanä-vartma yas camatkära-bhära-bhüh 
hrdi sattvojjvale badham svadate sa raso matah 
bhavanayah pade yas tu budhenänanya-buddhina 
bhavyate gadha-samskarais citte bhävah sa kathyate 


Rasa is judged to be that which passes beyond the course of awareness (bhavana) and 
becomes an experience of abundant amazement that is relished intensely in a heart 
illuminated by purity. 

Emotion (bhava), however, is said to be that state of awareness (bhavana) which is 
experienced by means of the deep latent impressions (samskaras) in the heart of a wise 
person with focused intelligence. (BRS, 2. 5. 132-3) 


Although seemingly similar to the mundane theory of aesthetic relish, the 
emotions studied by Ripa Gosvämi are nevertheless of a completely different 
quality. He impresses upon the readers again and again that the foundation of 
devotional aesthetic experience can only be one’s deep, transcendent, pleasurable 
love towards God: 


vibhavatadin aniya krsnadin mañjula ratih 
etair eva tathabhitaih svam samvardhayaty asau 
yatha svair eva salilaih paripürya balahakan 
ratndlayo bhavaty ebhir vrstais tair eva varidhih 


This charming love makes Sri Krsna and related factors into an excitant and other 
related aesthetic components, and then expands itself by means of these very 
components. This process is just like the ocean which, having filled clouds with its 
own water, increases itself by means of this very rain water. (BRS, 2. 5. 94-95) 


Such a thorough exposition of the principle of bhakti-rasa was obviously a 


desideratum in the medieval times, and the resistance to its appeal among the 
traditional poetic theorists is almost proverbial. The next chapter makes an overview 
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of the previous deliberations about the concept of bhakti as a separat: ds 
its gradual increase in importance and a subsequent refinement of the notion. - 














> Chapter Three oy 
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Traditional Objections 


to Bhakti as a Rasa 











3. I. The Appearance of Bhakti-rasa 


3. I. 1. Propositions for Additional Rasas 


Speaking chronologically, one could say that in medieval times roughly preceding 
Rúpa Gosvámi a need began to be felt by the literary society (reflecting the interest 
in the society at large by the influence of the medieval bhakti movements) of adding 
Sänta-rasa and bhakti-rasa to the general eight rasas of Bharata. The propositions for 
such ‘transcendent rasas’ were often conditioned by the particular views on 
spirituality of these individual poetic and aesthetic theorists. The difference between 
nirguna and saguna spirituality is of course immediately apparent, the first of them 
favoring Santa as a rasa and the second bhakti. The poetic theorists felt another 
lacune existed in the theory of Bharata regarding the feelings of non-conjugal 
affection like friendship and parental love. Some theorists put all such feelings, as 
well as devotion to God, under a single heading of preyan. Others postulate santa 
and vatsala (parental love) separately, but deny bhakti as a rasa. Still others, faithful 
to Bharata, seek to include priti and bhakti in one of the existing rasas, hoping to 
show that the system of eight rasas covers the whole human experience. 

As soon as discussions about the inclusion of new rasas into the system began, 
much opposition surfaced, either on the strength of the unchangeability and 
supreme authority of Bharata’s system, or because of the spiritual nature of both 
santa and bhakti, and their transcendent causes, which contrasted with the 
otherwise mundane system of dramatic sentiments. Some advocates for the inclusion 
of bhakti justly observe that it is ontologically much more permanent (sthayi) than 
all of the eight mundane sthayi-bhavas of Bharata’s theory. However, admitting new 
rasas into the fold disrupts the old system, and in the absence of regulations, new 
rasas of all kinds, emotions, ideas, even the vyabhicarıs and sättvikas are believed by 
some theorists to be candidates for the position of a rasa. To avoid such confusion, 
some theorists felt compelled to deny bhakti the status of rasa, to keep Bharata’s 
skeleton of the rasa theory intact. 

The only solution was to step away from Bharata’s mundane dramatic theory and 
deal with bhakti-rasa within its own theological sphere. Ripa Gosvami, Bopadeva 
and Madhusüdana Sarasvati have done so in their works, which are not exactly 
manuals of poetic theory but theological expositions and justifications of the 
existence of the transcendent bhakti-rasas. The results of their writings have spilled 
over into the field of aesthetic theory, and the arguments about bhakti have since 
been reconsidered. A poetic compendium which admits bhakti-rasa side-by-side with 
the ordinary kavya-rasas is the Alankara-kaustubha of Kavi Karnapira. 
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Apart from seeing bhakti-rasa in the context of its appearance in the frame of 
classical aesthetic theory, in one sense even the sampradaya of Sri Caitanya 
Mahäprabhu with which we are concerned here acknowledges the fact that the 
concept of bhakti did grow and become refined through time. On the other hand, the 
Caitanyaites, as other Vaisnava and bhakti streams, certainly consider bhagavad- 
bhakti to be eternal, and its revelation in the world is similar to its revelation in any 
individual heart: it has been there since time immemorial, but on the condition of 
purity, it manifests itself fully. In the course of appearing in the “heart of the poetic 
theory', so to speak, bhakti-rasa clears the way for itself by the removal of a few 
principal obstacles: 

First is the predominance of the nirguna understanding of rasa, which equates rasa 
with brahmasváda, and thus limits it to moksa. And, as long as the highest ideal of 
transcendence is understood to be nirguna-moksa, the only ‘spiritual kind of a rasa’ 
we will be able to think of is Santa. In the world where $anta-rasa rules, bhakti can be 
seen as nothing more than an accessory to it, as Abhinavagupta has rightly observed. 

Related to such ideas is the understanding that bhakti towards a saguna-miurti is 
lower than the nirguna-moksa. That is of course turned upside down by Rúpa 
Gosvami, who places Sänta-rasa at the lowest end of the possible relationships with 
the Lord; and all other mukhya-rasas in Rüpa Gosvami's system (i.e. priti, preyan, 
vätsalya and mädhurya) by far surpass mere santa in their level of intimacy and 
defined nature of relationship with Bhagavan. 





3. I. 2. Historical Precedents of Ripa Gosvamis Theory 


The concept of bhakti-rasa has been articulated before Rüpa Gosvami by Bopadeva 
in his Mukta-phalaP*, and its commentator Hemadri in his Kaivalya-dipika. Another 3 
author quoted by Ripa Gosvami is Laksmidhara?. ae 

Ripa Gosvami seems to favor a certain poet-king of the southern provinces, 
Simha Bhüpäla, who wrote an extensive poetic manual named Rasarnava-sudhakara. 
Rapa Gosvami occasionally quotes him in both of his works on rasa, and bases his 
Nataka-candrika on his opinions about the theory of drama. 

As Rúpa Gosvami does not fully agree with the aesthetic theory of Abhinavagupta, 
he seems to be averse to using the works on poetic theory that follow his 
understanding of the rasa experience. The most well-known theorists who include 
Abhinavagupta's explanations within their compendiums on poetic theory are 











the issues on the rasa-hood of bhakti raised by these theorists, but Jiva- 
e E 





154 Rüpa Gosvami acknowledges his indebtedness to 
155 Rapa Gosvámi quotes from Laksmidhara’s Nama-ka: 








touches the subject in his Sandarbhas. Following Abhinavagupta, Mammata states in 
his Kavya-prakasa, devadi-visaya ratir bhavah proktah, “affection directed at 
Divinities is only a bhava’, and it needs to be investigated whether this explanation 
is the only possible understanding of the possible rasas in relationships directed 
towards the Divinities. 

As far as the Sahitya-darpana of Visvanätha Kaviräja goes, Ripa Gosvami states in 
the opening verses of his Nataka-candrika that he does not accept its views due to 
their not being in consonance with the views of Bharata. It is not clear what exactly 
the contentious issue is, most probably the interpretation of rasa according to 
Abhinavagupta which may have, on the whole, sounded non-traditional to Ripa 
Gosvami - although he does accept the part of theory dealing with sadharani-karana 
(generalization of emotions). Vi$vanätha Kaviraja also claims that the relationship 
between the parodhä-näyikä and the upapati is a rasabhasa (a mere semblance of 
rasa) because of anaucitya (impropriety). As Ripa Gosvāmī extensively uses the 
model of the nayikas (heroines) and nāyaka (hero) to describe the relationship of the 
gopis and Sri Krsna, he must have felt the need to qualify Visvanätha’s statement.” 


3. 2. Bhakti Climbs the Ladder Towards Rasa 


How does bhakti, in terms of chronology, rise to the status of rasa — let us look at 
the stages of its implementation in the frame of relative history. Below is a list of 
writers on the theory of alankara-sastra who variously articulate the rasa theory in 
their treatises. Some of them explicitly mention bhakti in their respective works, 
others merely wrestle with admitting even Santa among the usual eight rasas: 


Bhamaha (Kávyála 1 Kára): rasas are treated under the rasavad-alankara 

Dandi (Kävyädarga): mentions bhakti and priti in his example for preyo-alankara 
Udbhata ( Kávyála 1 Kára-sára): the first theorist to include Santa among the rasas 
Rudrata (Kävyälalkära): the first theorist to include preyan among the rasas 
Dhanaiijaya (Dasaripaka): includes bhakti and priti under harsa and utsaha 
Anandavardhana (Dhvanyáloka): nine rasas (eight and Santa) 

Abhinavagupta (Abhinava-bhärat# Dhvanydloka-locana): bhakti is merely an 
abhyantara-anga, or anubhäva of $anta-rasa 

Bhoja (Cá41gára-prakáca, Sarasvaté-kaéthabharaéa): eleven rasas, but not bhakti 
Mammata (Kávya-prakáca): bhakti is only a bhava 





156 This is a concept central to the aesthetic theory of Abhinavagupta, and will be addressed in ee 


Chapter >. : 
157 This is the topic of Chapter 2 of the second part of the thesis. 











Visvanätha Kaviraja (Sähitya-darpa&a): bhakti is a bhäva only 

Bhänudatta (Rasa-tara? ging, Rasa-matjaré): distinguishes laukika and alaukika rasas 
Panditaräja Jagannatha (Rasa-galgädhara): bhakti is only a vyabhicari 

Laksmidhara (Ndma-kaumudé), Bopadeva (Muktáphala), Madhusüdana Sarasvati 


(Bhakti-rasáyana), Kavi Karnapüra (A/aikdra-kaustubha): bhakti is a full-fledged 
rasa. 


The authors mentioned above will now be treated separately, with quotes from 
their works and from secondary sources. Their chronology given below is only 
approximate, and fuller accounts must be sought elsewhere”. 

Some scholars, especially Western, do not attribute great antiquity to the Agni 
Purána, which explicitly deals with many aspects of the poetic and aesthetic theory. 
Numerous chapters (from 336 to 346) of the Agni Purána deal with many aspects of 
poetic theory, and chapter 338 in particular shortly delineates the doctrine of rasa. 
“Chapter 338 speaks of the rasas together with the sthäyi-bhävas, anubhavas, 
vyabhicari-bhavas, the alambana-vibháva and uddipana-vibhava, the various kinds of 
heroes and their companions and the heroines (nayika), the eight qualities of heroes 
and the eight vibhavas of heroines.” The most important verses from the chapter 
on sentiments are quoted here: 


agnir uvdca 
aksaram paramam brahma sanätanam ajam vibhum 
vedäntesu vadanty ekam  caitanyam jyotir ¡$varam 
änanda sahajas tasya vyajyate ca kadäcana 
vyaktih sa tasya caitanya- camatkara-rasahvaya 
ádyas tasya vikaro yah so 'hamkara iti smrtah 
tato ‘bhimänas tatredam samäptam bhuvana-trayam 
abhimänäd ratih sá ca pariposam upeyusi 
vyabhicaryadi-samanydc  chríigara iti giyate 
tad-bhedah kamam itare hasyadya apy anekasah 
sva-sva-sthäyi-viseso ‘tha parighosa-sva-laksanah 


The indestructible Supreme Brahman, who is eternal, unborn and all-pervading, is 
described in the Vedanta as the unified consciousness, as the supreme light, or as the 
Supreme Lord. His natural quality is that of bliss, and that bliss is sometimes 
manifested. Its manifestation is the wonder of consciousness described as a rasa. Its 
first material transformation is believed to be the ahankara (the false ego). Its further 
manifestation, abhimana (conceited notions about oneself) is found throughout the 
three worlds. From such abhimana appears rati (the sthäyi of $rágara) and, upon being 
nourished with the aggregate of aesthetic ingredients, it is known as $rígara. From it 





158 Most informative works in the field are S. K. De's History of Sanskrit Poetics, and P. V. Kane's work 
of the same title, see References. 
159 p. V. Kane, The History of Sanskrit Poetics, p. 7. 
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spring the many other varieties of rasas, like hasya and so on. Each of them has its own 
sthäyi and its own pronounced definition. (AP, 338. 1-5)'% 


The usual sleight of hand in Western academic works on the Agni Purana is to 
compare its definition of kävya with later individual treatises on poetic theory, and 
conclude that, for example, since Dandi’s definition is exactly the same as in the 
Agni Purana! this must necessarily mean that the parts of the Agni Purana which 
deal with poetry are a later addition into the Purana. It is, however, even more 
probable that the situation was just the opposite: Dandi quotes a reliable Puranic 
source, and spares himself the pains of inventing a new definition. But that is of 
course an entirely different subject. 

The Visnudharmottara Purana is another traditional text which is interesting for 
adding santa to the regular eight rasas, stating vairdgya as its sthayi and the Supreme 
Lord as its presiding deity'™. 

Most of these theoretical writers are the founders of various schools of poetic 
theory, some favoring alankäras (poetic figures) as the most distinctive aspect of 
poetry, others gunas (excellences) and still others ritis (styles). Despite the 
sometimes fierce opposition and counter-arguments, all these theories usually tend 
to describe much the same thing: an element of wonder, an aesthetic relish, that the 
poet should produce in poetry, and the reader experience. All the definitions of 
kàvya and the theories built on those definitions have attempted to articulate that 
element of aesthetic relish in poetry. 

It may be a misguided search to look for rasa in the works of the earliest poetic 
theorists who seemed to be content with definitions of kavya, gunas, alankaras, 
dosas, ritis and vrttis. The theory of rasa was considered a part of the tradition of 
nätya as preserved in the Natya-Sastra, and it took some time that the theory of rasa 
became abstract enough in the minds of the theorists to be successfully applied to 
poetry as well. Only later poetic theorists begin with including the thorough 
discussion on rasa within their poetic treatises. We usually assign that to the time of 
Anandavardhana and Abhinavagupta, and the poetic theorists who follow their 
interpretations. The two authors propound the theory of dhvani (suggestion), which 
is intricately connected with the theory of rasa. Therefore, even if the first poetic 





160 | have consulted: M. N. Dutt (Ed. by K. L. Joshi), Agni Mahä-Puränam (Delhi 2001); N. 
Gangadharan, Agni Purana (Delhi 1987); Suresh Mohan Bhattacharya, The Alankara Section of the 
Agni Purána (Calcutta 1976). > 

161 Agni Purana: samksepat vakyam istartha-vyacchinna padavali kavyam. Dandi (KA, 1. 10): Sariram 
tavad istartha-vyavacchinna padavali. 

18 Visnudharmottara Puräna 3. 30. 2, 8: Santo rasah svatantro “tra prthag eva vyavasthitah / Santasya 
devo vijfieyah parah purusa eva tu / Santasya tu samutpattih nrpa vairagyatah smrtah. (The Natya-sastra 
also gives each rasa its presiding Deity, Visnu for $rngära, Rudra for raudra, Brahma for adbhuta and 
so on.) Rupa Gosvami quotes from the Visnudharmottara Puräna in BRS, 3. 1. 48, on the topic of 


$änta-rasa. 
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theorists do not mention rasas, it is far from correct to conclude that the concept d 
not ‘yet’ exist, or that they were ignorant of it. 


3.2.1. Bhamaha, 7" century A.D. (Kavyalankara) 


Bhamaha is probably one of the earliest known writers on poetic theory whose 
work, the Kavydlankdra, is available to us!*, It is clear that the concept of rasa is 
known to these poetic theorists even if they do not explicitly deal with rasas, or if 
they are not advocates of what has come to be known as the ‘school of rasa’, as 
opposed to the defenders of the primacy of alañkara, guna or riti in poetry. Bhamaha, 
although being the champion of the superiority of alankäras in poetry, nevertheless 
touches on the subject of rasas in his work. 


The attitude of Bhamaha to the rasa theory is distinctly that of an exponent of a rival 
school of criticism; and this is clear from the scanty treatment he accords to it. He who 
holds that alankäras exhaust the chief characteristics of poetry naturally brings rasa 
also under an alañkara called ‘rasavat’ (3. 6): rasavad-darSita-spasta-Srngaradi-rasam 
yathä, devi samägamad dharma maskariny atirohita. He further recognizes two others = 
preyan and ürjasvi — which represent the sentiment of spiritual love and consciousness 
of superior might (3. 57)!*. But he betrays his knowledge of all the rasas when he says, 
yuktam loka-svabhavena rasais ca sakalaih prthak (1. 21) — meaning that in the drama 
all the rasas should be delineated. He is also fully alive to the delectableness of tender 
sentiments, and he feels that they are the best vehicle to inculcate even moral 
principles: svädu-käavya-rasonmisram Sastram apy upayuñjate /  prathamalidha- 
madhavah pibanti katu-bhesajam (1. 3) 16 


Bhamaha thus covers the traditional rasas in the alankara called rasavat, and 
collects all other non-conjugal forms of affection, like friendship and devotion, 
under the alankàra preyan. His ürjasvi, an alankara expressing the sense of might, is 
extremely similar to utsáha, and the concomitant vira-rasa. It is hard to understand 
the logic of establishing a separate category for it. 


> 















163 For an old but thorough overview on the chronology of Bhamaha and Bands see P. V. Kane, — 
History of Sanskrit Poetics, pp. 78-133. 

164 Bhamaha quotes the following two examples for preyan and ürj 
towards Krsna, and Karna’s haughtiness): preyo grhagatam 
govinda jata tvayi grhagate / kalenaisa bhavet pritis tav 
parthaya punar agatah — dvih sandadhati kir karnah Sal: 
16 Quoted from A. Sankaran, Some Aspects of Lit \ 
Dhvani (New Delhi, 1973), p.24. — — 








3. 2. 2. Dandi, 7" century A.D. (Kävyädarsa) 


In a similar vein, Dandi covers the rasas by establishing three distinct alañkaras, 
breyän, rasavat and ürjasvi. Preyan is non-conjugal love or admiration which, in his 
system, includes emotions directed to Divinities, while ürjasvi is again an expression 
of a heightened sense of might. Dandi works with the traditional eight rasas of 
Bharata. He is a protagonist of the “guna school’, lifting the ten gunas (excellences) 
to utmost importance in poetry!®. But in his definition of the guna called madhurya 
(sweetness), he reveals the assistance of rasas in the production of excellent poetry. 


Dandi’s attitude towards the theory of rasa is a continuance of the one taken by 
Bhämaha; and following him, he too brings the rasas under the three alankaras preyan, 
rasavat and ürjasvi. But probably owing to the influence of poets or his own sympathy 
and feeling for the delectableness of the rasas he sets greater store by them and also 
devotes greater space in his Kävyadarsa (see 2. 275-291). He first defines the three 
and illustrates them in the following verses. The instance of preyan is the same as 
Bhamaha’s. He fully expounds the most striking characteristic of each of the eight 
rasas of Bharata and gives excellent verses in illustration. The very sweetness of these 
verses exhibits clearly his keen perception of that element in poetry which appeals 
most to the heart or which moves and entrances the reader, viz., the rasas. In spite of 
his own theory that the gunas are the life of poetry, being a poet he is probably 
overpowered by feeling for this element in poetry and is forced to recognize it to be 
quite as appealing as the gunas. 


Defining the guna of madhurya (Kävyadarsa, 2. 292), he states, “It has been shown 
that, of composition which is the acme of refinement, mädhurya or sweetness is the 
essence. Here it is stated that the life of poetic language is the delineation of the 
rasas.” Making a distinction between $rngära and preyan, he says that the first has 
rati as its sthayi, while priti (non-conjugal love) is incapable of becoming a rasa and 
remains merely an alankära called preyan (Kavyadarsa, 2. 289). 





166 The gunas are traditionally ten, but most of the theorists reduce them to the main three: 
madhurya, ojas and prasäda. 

167 In the footnote Sankaran quotes Dandi's definition: preyah priyatarakhyanam rasavad rasa-pesalam 
/ürjasvi rudhahamkaram yoktotkarsam tu tat trayam. 

168 vakyasyagramyata-yoner madhuryam darsito rasah / iha tv asta-rasáyatta rasavatta smrtä girám, 
quoted in Sankaran, p 26. 
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3. 2. 3. Udbhata, &" century A.D. (Kavyalankara-sara) 


Udbhata follows Bhamaha and Bharata in his exposition. He is, however, the first 
to include Sänta-rasa in the list of the eight rasas (KAS, 4. 4). His commentary on 
the Natya-sastra, where he has probably dealt with the rasas much more extensively, 
is unfortunately lost. Udbhata argues that preyan is the poetry of bhava, bhava- 
kävya, and distinguishes it from rasavat which, according to him, is rasa-kavya. This 
peculiar separation was not acceptable to the later theorists. 


3.2.4. Rudrata, 10 century A.D. (Kavyalankara) 


Like Udbhata, Rudrata also admits santa within the circle of rasas, and attributes 
to it a sthayi named samyag-jfidna, or tattva-jfiana (complete, true knowledge). He 
describes §Gnta-rasa as renunciation, an absence of mundane attachments and 
aversions, that springs up in the heart from vibhavas like understanding the actual 
state of the world. Its anubhävas are fear of rebirth and so on. (KA, 21. 3 and 15. 15- 
16). Rudrata is the first one to accept preyan (non-conjugal love) into the category of 
rasas as well, making his number of rasas ten (KA, 12. 3). He proposes sneha 


(affection) as its sthayi, and seems to think of it mainly in terms of friendship (KA, 
16. 18). 


3. 2. 5. Dhanaüjaya, 10 century A.D. (Dasarüpaka) 


Dhanañjaya makes it a point to stay faithful to the categorization of Bharata. He 
does not accept Santa as a separate rasa, his reason being that it cannot be presented 
in a drama!”°. Dhanañjaya subsumes priti and bhakti under harsa and utsaha. Harsa 
itself not being a sthayı, it is difficult to understand his logic. In the same verse, he 
mentions hunting (mrgaya) and dicing (aksa) as special rasas, which shows that, 
once the traditional boundaries of the eight sthayis and eight rasas are broken down, 
the imagination of the theorists suddenly knows no bounds. Dianan añjaya desists nord 
any innovation, good or bad. | 











harsotsahadisu spastam antarbhavan na kirtitah 


The emotions of friendship (priti), devotion (bhakti), and the like, and the sentiments 
of hunting (mrgaya), gambling (aksa), and the like, are not enumerated separately in 
this work because they are clearly included in joy (harsa) and enthusiasm (utsáha), and 


the rest. (DR, 4. 88)! 


3.2.6. Anandavardhana, 10% century A.D. (Dhvanyaloka) 


Anandavardhana is credited with establishing the theory of dhvani (suggestion) as 
the actual soul of poetry. The rasas have a very important role to play in the theory 
which has sweepingly become one of the most acceptable articulations of the poetic 
experience, up to the present day. 


yo ‘rthah sahrdaya-slaghyah kävyatmeti vyavasthitah 
väcya-pratiyamänäkhyau tasya bhedav ubhau smrtau 
tatra väcyah prasiddho yah prakärair upamadibhih 
bahudha vyakrtah so myaih tato neha pratanyate 
pratiyamänam punar anyad eva — vastv asti vanisu mahä-kavinam 
yat tat prasiddhav ayavatiriktam  vibhati lavanyam ivanganasu 


That meaning which wins the admiration of refined critics is decided to be the soul of 
poetry. The ‘explicit’ (vacya) and ‘implicit’ (pratiyamana) are its two aspects. 

Of these, the explicit is commonly known and it has been already set forth in many 
ways through figures of speech such as the simile by other writers; hence it need not be 
discussed here at length. 

But the implicit aspect is quite different from this. In che words of first-rate poets it 
shines supreme and towers above the beauty of the striking external constituents even 
as charm in ladies. (DhvA, 1. 2-4) 


Anandavardhana thus secures the primarity of dhvani in poetry over and above the 
previous propositions, like alankara, guna and riti. According to the superiority of 
dhvani, he understands dhvani-kävya as the highest (which most often means rasa- 
kavya), while kavya where dhvani is subordinated is the middling, and simple 
alankäras in kavya without dhvani are the lowest form of poetry in his judgment. 

Anandavardhana accepts the eight rasas and the santa, and gives trsnä-ksaya- 
sukha (the joy upon the cessation of desires) as its sthayi. Bhakti does not have a 
regular place in his theory; a charming verse in his Dhvanyaloka is unfortunately 
only an example of the mixing of dhvani and alankara: 


n 


17 Ibid., p. 147. 
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yd vyäpäravati rasan rasayitum kacit kavindm nava x 

drstir ya parinisthitartha-visayonmesa ca vaipasciti TE. 
te dve apy avalambya visvam anisam nirvarnayanto vayam 

$räntä naiva ca labdham abdhi-Sayana tvad-bhakti-tulyam sukham 


O Abdhi-Sayana [Visnu], we have become weary trying to use the novel poetic 
observations to produce aesthetic relish, and the scientific analytical intellect to study 
the elements of creation. With both of these, we have ceaselessly tried to understand 
and describe the world around us. But even after all this endeavor, we have not found 
any happiness comparable to the joy of devotion to You.” 


Abhinavagupta, the prolific author that we will discuss below, wrote a commentary 
to the Dhvanydloka of Anandavardhana, called the Locana. Commenting on the 
above verse, he writes: “This stanza is the utterance of the author 
(Anandavardhana), who began by first being a devotee of God, and then, simply out 
of curiosity, adopted both the view-points of the poet and the philosopher (but 
found them ultimately unsatisfying) and once again came to believe that rest in 
devotion to God was inevitable (yukta). For we have already explained'^ that the 
happiness which results from (conceptual understanding) of both seen and unseen 
objects which are ascertained (pariniscita), by all the means of valid cognition (i.e. 
philosophy) or even that transcendent joy which consists in relishing an aesthetic 
experience — to both of these the bliss that comes from finding rest in God is far 
superior (prakrsyate); and that aesthetic pleasure (rasäsväda) is only the reflection 
(avabhäsa) of a drop (viprus) of that mystic bliss. But ordinary worldly happiness is 
for the most part (praya) inferior to even aesthetic delight, because it is mixed with 
abundant (bahutara) suffering as well. This is the essence of what he means.” 


3. 2. 7. Abhinavagupta, 11% century (Locana, Abhinavabharati) 


The full impact of Abhinavagupta on the aesthetic theory will be dealt with in the E 
later chapters. This Kashmirian philosopher and aesthetic theorist has written, aside = 
from the commentary Locana to the Dhvanyaloka of Anandavardhana, a full E 
commentary on the Nätya-Sästra called the Abhinava-bharati ^. He accepts Santa as d es 






the greatest rasa into which all other rasas ultimately merge. He finds passages in the 





172 Acharya Jagannath Pathak, Dhvanyaloka (Varanasi, 2000), p. 541-4 
13 The translation is taken from J. L. Masson, M. V. Patwardh 
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of further clarification i 








Natya-Sastra that hint at Bharata's provisional acceptance of Santa, although it is 
rather clear that those who have tried to interpolate it into Bharata's text were 
struggling to do so", Abhinavagupta, by making santa the highest rasa of moksa, 
towering above the other mundane rasas, avoids the trouble of proving that Bharata 
accepted it within the regular rasas, which would obviously be a hard task”. He 
postulates nirveda, born of real knowledge of the world, as its sthayi, and comments 
that there is little difference between such nirveda and other propositions for the 
sthàyi like vairägya, trsnd-ksaya-sukha, samyag-jhäna or Sama. He includes bhakti and 
$raddhà as its two anubhävas, thus making them completely subservient to santa. He 
also allows for bhakti and Sraddha in other vyabhicaris like smrti, mati, dhrti and 
utsáha, denying them an independent existence. On the whole, his treatment of 
bhakti is unsatisfactory; his preference for moksa and Santa eclipses the meaning of, 
and need for bhakti. 

Rudrata, who admitted preyán as a rasa and prescribed sneha as its sthäyi, mentions 
in his Kävyalankara that other theorists considered establishing sneha as a rasa, with 
a sthàyi ardrata (tenderness). Abhinavagupta is not impressed. He comments: 


ardrata-sthayiko sneho rasa iti tv asat. sneho hy abhisañgah. sa ca raty-utsahadav eva 
paryavasyati. tatha hi — balasya mätä-pitradau sneho bhaye visrantah, yiino mitrajane 
ratau, laksmanadeh bhratari dharma-vira eva. eva vrddhasya putradav api drastavyam. 


The proposition for the rasa sneha with ardratà as its sthayt is untenable. Sneha is 
actually an intense attachment. It resides within rati, utsaha and such. Therefore, the 
affection of a child towards the parents is included under bhaya, the affection of young 
persons towards their friends is included under rati, the affection of brothers like 
Laksmana is included in dharma-vira and so on. That is how the affection of old people 
towards their offspring is to be understood as well.!? 


In his work The Number of Rasas, prof. Raghavan is not very happy about these 
sweepingly reductionistic comments of Abhinavagupta, and upon citing the words of 
Abhinavagupta quoted above, writes: 





176 Making sommersault changes in the verses which enumerate the eight rasas, to include the ninth, 
santa. The interpolators include a delineation of Santa at the end of the sixth chapter of Natya-Sástra, 
making fama its sthayi. 

177 From Masson and Patwardhan, pp. 120-143. 

178 ata eva i$vara-pranidhana-visaye bhakti-Sraddhe smrti-mati-dhrty-utsahanupraviste anyathaiva añgam 
(Santasya) iti na tayoh prthag-rasatvena gananam. Abhinava-bharatt, quoted in Raghavan (1967), p. 122. 
19 Ibid., p. 123. A smart distinction has been produced by Hemacandra, author of the Kavyanusasana: 
sneho bhaktir vatsalyam iti hi rater eva visesah. tulyayoh ya parasparam ratih sa snehah. anuttamasya 
uttame ratih prasaktih, saiva bhakti-pada-vacya. uttamasya anuttame ratih vatsalyam. evam ádau ca 
visaye bhavasyaiva ásvádyatvam. Published in the Kavya-mala Series, Nirnaya Sagar Press, 1901, p. 68. 
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This dismisses priti, sneha, vätsalya and similar rasas based on attachment. This is nota 
commendable attitude. To have less distinctions is no great aim. If it is said that 
friendship is only a veriety of rati what should we call the rasa in the association of 
Rama and Sugriva, and Raksasa and Candanadasa? It cannot be brought under rati. If 
brotherly attachment again is brought under rati, what is the rasa in the association of 
Rama and Bharata, or Rama and Laksmana? If dharma-vira can be called forth to deny 
rasatva to Laksmana’s attachment to Rama, why should not opponents of Santa call 
forth another kind of vira to deny rasatva to Santa? Do Abhinavagupta and 
Hemacandra mean that friendship, brotherly attachment, parental affection and the 
like are only bhavas that cannot be nourished into the state of rasa with the attendant 
accessories? Literature is only too full of these types of attachment. The instance of 
Dasaratha's death due to separation from Rama is ample proof for the existence of 
vätsalya as a major mood, fit to be developed and fit to be relished. 


3.2.8. King Bhoja of Malva, 11” century 
(Srügära-prakäsa and Sarasvati-kanthabharana) 


Many scholars have proposed Ripa Gosvami’s agreement with Bhoja, a versatile 
writer and king of Malwa. In his Srigara-prakaga and the Sarasvati-kanthabharana, 
related works who deal with aesthetics, grammar and poetics, Bhoja seems to follow 
the concept of rasa propounded in the Agni Purana'*', The Agni Purana positions 
$rngara as the highest, first rasa, born of ahañkara and abhimana. Rupa Gosvami also 
raises mädhurya (his spiritual variety of śrħgāra) to the highest position, and also 
uses the concept of abhimána in the sense of the personal indentity of the devotee in 
relation to the Supreme. However, the similarity with Bhoja’s theory is only 
apparent, as Bhoja does not allow bhakti as a rasa in his poetic theory at all, although 
he increases the number of rasas from the traditional eight to twelve. The fact that 
he favors Sriigdra as the highest, even the only rasa, is also hardly comparable to the 
theory of Ripa Gosvami, who does not deal with mundane rasas at all, but builds his 
bhakti-rasas on the foundation of liberation from material attachments. 

Bhoja, it is usually believed, accepts the traditional eight rasas of Bharata, and adds 
to them Santa, uddhata, preyan and ürjasvi?^, With this move, he hopes to secure 
separate rasas for all four varieties of heroes, thus matcing the dhira-santa hero with 
éanta-rasa, the dhira-lalita hero with preyan, the dhirodatta hero with ürjasvi, and the 
dhiroddhata hero with the uddhata-rasa. As one struggles through his voluminous 
writings on aesthetics, one bumps into various other ideas on the number and kinds 


_ 


180 Raghavan (1967), pp: 123-24. 
181 A thorough study has been carried out by Prof. V. Raghavan in his work Bhoja' 
(Madras 1963). i 

182 At the beginning of his Srngara-prakasa, however, he accepts te 
vatsala and Santa. s DTO ae 





















of rasas, so that the critics and opponents have a difficult time even knowing what 
exactly they are opposing. At some point in the Sarasvati-kanthabharana, he breaks 
down the distinctions between the vyabhicaris and the sthayis, saying that some 
sthayis are acknowledged even by Bharata as acting in the form of vyabhicdris for 
another rasa. He promptly invents a few other rasas, like paravasya (dependence) 
and svatantrya (independence), or viläsa, dnanda and anuräga. Finally, he goes as far 
as treating the sättvikas as rasas as well, making an asru-rasa (crying) and similar 
outrageous propositions. In the midst of this confusion, he consoles us that none of 
those rasas are real rasas, for the real rasa is transcendental, and the mundane ones 
appear out of abhimäna, material identification of the soul. ? 


3. 2. 9. Mammata, 12 century A.D. (Kävya-prakäsa) 


Mammata follows the views of Anandavardhana and Abhinavagupta. In the fourth 
ullasa of his Kavya-prakasa, he deals with dhvani-kavya. He explains dhvani 
(suggestion) as that kind of poetry where the expressed meaning is not intended at 
all. Jokes with an opposite meaning would be an example. Another kind of dhvani is 
such where the expressed meaning is intended, but it has a deeper meaning behind 
it. This is the articulation of the theory of rasa in poetics, where descriptions of 
vibhävas, anubhävas and other elements of the aesthetic experience extend to suggest 
a deep aesthetic relish in the heart of a connoisseur. Such suggested meaning is 
twofold, it can flash across the mind without a perceptible sequence (in the aesthetic 
relish of rasas), or, it appears through a mental analysis of the contents, in a visible 
sequence (through the power of the words, their meaning, or both). 

In the fourth ullasa of the Kavya-prakasa, verses 26-37, Mammata deals with the 
non-sequential dhvani (asarnlaksya-krama-vyangya) — these are the bhävas in poetry 
which, augmented with vibhávas, anubhavas and vyabhicaris, imperceptibly ripen 
into rasas in the heart of the reader of poetry. Mammata distinguishes such dhvani 
from the mere alañkara called rasavat, although such distinctions are more or less 
technical. Rasa has finally attained prominence in poetic theory, and resists the 
attempts to treat it as a mere subspecies of alañkara from this point on. 

In Mammata’s work, bhävas and rasas are eight like in the Natya-Sastra, but at the 
end of enumerating the rasas, sthayi-bhavas and the vyabhicaris, he adds that a ninth 
rasa exists, Santa, with nirveda as its sthayi, although only eight are admissible in 


n 


183 Y, Raghavan, Bhoja's Srigara-prakasa (Madras 1963), pp. 443-50. 
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drama’. Nirveda is, however, at least in accordance with Bharata’s system, 
enumerated already among the vyabhicdris. His next verse is important: 


ratir devadi-visaya vyabhicäri tathanjitah 
bhävah proktah 


Love directed towards the gods (sages, teacher, king, son etc.) as well as the suggested 
vyabhicari are called emotion, bhava. (KP, 4. 35.6) 


What this means is that he denies the feelings of devotional affection a status of 
sthäyi which could develop into a full-fledged rasa. Since no valid reasons are given, 
it is difficult to follow his logic. Perhaps this is so because — before the Vrndavana 
Gosvàmis — no one ever dared to imagine the perfection of bhakti to Radha and 
Krsna as enabling one to enter Their supreme abode and become Their attendant. 
Rare, for example, have been the emotional bhaktas of Lord Siva in history who 
have, in a way, dared to compete with Parvati Devi by choosing to cultivate a 
relationship in $rngära-rasa with Lord Siva. Usually that is understood as an 
example of anaucitya, impropriety, at least as far as the poetic theory goes. But, by 
the mercy of the Gosvamis, a path of devotion is now open where the deep 
emotional involvement in the highest rasas is encouraged and leads to the revelation 
in the heart of a particular devotee of his inherent loving feelings for the Lord, 
similar in kind to the love of the gopis. 


3. 2. 10. Bopadeva, 13" century (Muktaphala) 
p 


In his Muktäphala, Bopadeva describes bhakti-rasa as: vyasadi-vivarnitasya visnor 
visnu-bhaktanam va caritasya nava-rasätmakasya Sravanadina janitas camatkäro * 
bhakti-rasah, *Bhakti-rasa, consisting of nine rasas, is the wonder produced by = 
hearing the scriptural descriptions by Vyäsadeva and others, of the activities of 
Visnu and His devotees.” Bopadeva postulates bhakti-rasa as the overarching term 
for all relations with the Supreme Lord, then dividing it into nine separate rasas, the 
eight rasas of Bharata and Santa. Since Bopadeva deals only with bhakti-rasas, and 
since Muktäphala is not a treatise on poetic theory, he can avoid the trouble of 
considering bhakti-rasa within the poetic theory. He presents it on its own grounds, 
and the foundation of his theory is the Bhagavata Purana. — * d wa 
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3. 2. 11. Visvanatha Kaviraja, 14" century A.D. 
(Sahitya-darpana) 


Like Mammata, Vi$vanatha Kaviräja also follows Abhinavagupta’s ideas on 


rasásváda. The third pariccheda of his compendium, the Sähitya-darpana, deals with 
aesthetics. 


vibhävenänubhävena vyaktah sañcárina tatha 
rasatám eti ratyadih  sthayi-bhavah sacetasám 
sattvodrekäd akhanda-sva- prakäsänanda-cinmayah 
vedyäntara-sparsa-sünyo brahmasvada-sahodarah 
lokottara-camatkära- pränah kaiscit pramatrbhih 
sväkäravad abhinnatvenäyam asvadyate rasah 


Love and the like which is the foundational emotion, brought out into manifestation 
not by the direct mention thereof, but by an excitant, an indication and a transitory 
emotion, attains to the condition of a sentiment in the man of poetic sensibility. 

This sentiment, arising from the exaltation of purity, indivisible, self-illuminating and 
full of joy, free from contact with anything else to be known, is like a brother to the 
tasting of the Supreme Brahman by the sages. 

This sentiment consists of otherworldly wonder and it is enjoyed by the competent 
relishers as inseparable from its effect. (SD, 3. 1-3) 


Visvanätha adds vatsala (parental love) and santa to the traditional eight rasas, 
giving sneha or vatsalatd (parental affection) and sama (peacefulness) as their 
sthayis. He seems to reduce feelings of bhakti to various other categories here and 
there in his theory, under santa or under dharma-vira. Like Mammata, he is content 
with giving love of God the position of an incomplete bhava. 


sañicarinah pradhánáni devadi-visaya ratih 
udbuddha-matra sthayi ca bhava ity abhidhiyate 


The principal transitory emotions, as well as love for a deity, guru, son etc., and the 
sthayi which is merely awakened and then quelled again, are called bhava. (SD, 3. 260) 


As an example of love for God, he quotes a verse from the Mukunda-mala-stotra of 
King Kulasekhara, and adds examples of love for a saint, and love for a king. 
Enumerating the semblances of rasas caused by impropriety, he lists the reasons and 
circumstances for such impropriety, giving ‘love directed to a secondary hero’ as an 
example of $rngara-rasabhasa. The example, he writes, is his own: 





18 The translation roughly follows: J. R. Ballantyne, Pramada Dasa Mitra (Tr.), The Sahitya-darpana 
or Mirror of Composition of Visvanatha (Delhi, 1975), pp. 39-40. 
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svami mugdhataro vanam ghanam idam balaham ekäkini 
ksonim ävrnute tamala-malina-cchaya tamah-santatih 
tan me sundara muñca krsna sahasá vartmeti gopya girah 
$rutva tam parirabhya manmatha-kaläsakto harih pátu vah 


Simple enough is my husband, thick is this wood, and I am a solitary girl here. The 
overspreading darkness, black like the tamála tree, mantles over the earth — leave me 
now quickly to go, o lovely Krsna! May Hari protect you, as He, hearing these words of 
the milkmaid embraces her. (SD, 3. 248) 


The verse does not do justice to the transcendent reality of Vrndavana-lila and to 
the supreme purity of all its participants, free from the tinges of mundane kama. The 
meaning of the verse could pass as a valid description of Krsna-lila if the foundations 
of philosophy on which it rests would be proper. However, in this case, the theory 
which the verse is supposed to be illustrating (anaucitya and rasäbhäsa) is faulty and 
offensive to the highest degree. The Gosvamis indignantly oppose such conclusions, 
and such minimizations of the purely transcendent pastimes of Sri Krsna, who, 
during His descent, gives the most emotionally developed souls of the universe the 
chance to perfect their devotion in direct contact with the Supreme Lord, the 
Supreme Hero, and the only object of their devotion for many lifetimes. 


gopyas tapah kim acaran yad amusya ripam 
lavanya-saram asamordhvam ananya-siddham 
drgbhih pibanty anusavabhinavam durapam 
ekanta-dhama yasasah $riya aisvarasya 


What austerities must the gopis have performed! With their eyes they always drink the 
nectar of Lord Krsna’s form, which is the essence of loveliness and is not to be equaled 
or surpassed. That loveliness is the only abode of beauty, fame and opulence. It is self- 
perfect, ever fresh and extremely rare. (Bhag. 10. 44. 14) 


The Gosvamis saw it as their sacred task to prove in a most convincing way that 
the position of the gopis surpasses the attainments, both spiritual and emotional, of 
any other group of spiritualists. This hierarchy of devotees is the topic of Srila 
Sanätana Gosvami’s Brhad-bhagavatämrta, and the whole system of bhakti-rasas of 
Srila Rúpa Gosvami bows down to the highest expressions of love to the Lord 
exemplified by the gopis of Vraja. Their love is described as without selfish motives, 
an almost subconscious drive to always please the Lord, while other forms of 
devotion may show tinges of interest in personal satisfaction. Classical examples 
would be the less pure variety of love (but still amazingly pure) of the Queens of 





187 Ibid., p. 135. The verse is also included in the anthology Padyavali collected by Rupa Gosvami, 
verse 251. 
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Dvaraka, or the sensuous attachment to Sri Krsna expressed by a hunchbacked lady 
in Mathura. 


3. 2. 12. Bhánudatta, 15% century 
(Rasa-tarangini, Rasa-manjari) 


Bhanudatta is credited with inventing the distinction between laukika and 
alaukika rasas: 


The acceptance of santa gave rise in later times to another controversial rasa called 
maya. Just as there is the possibility of depicting the santa-rasa with psychological, 
religious and metaphysical concepts like Jaana, Bhakti, Sama, Dama, Samtusti, etc., 
there is also the possibility of depicting the maya-rasa by showing the jivatma 
enmeshed in samsara as a result of mithyā-jñāna or avidya, with characters such as 
Kama, Krodha and Lobha.% Even as santa is the rasa of the state of nivrtti, maya is the 
rasa of the state of pravrtti. In a philosophical drama, the rasa from which the hero 
escapes into the Santa, is maya? 


Bhanudatta writes in his Rasa-tarañgini, citta-vrttih dvidha — pravrttir nivrttis ca. 
nivrttau yathà Santa-rasah, tathà pravrttau mäyä-rasa iti pratibhati, “The mental states 
can be of two kinds, either detached or attached. Just as there is $anta-rasa in 
detachment, there is maya-rasa in attachment.” (RT, ch. 7) But the proposition fora 
mäya-rasa has many uncomfortable implications. First of all, what enjoyment, and 
what aesthetic joy can there be in maya? If we presume the mayd-rasa includes all of 
the mundane eight rasas, then for anyone to perceive maya as such, as illusion, one 
needs to already be on the level of santa, detachment. And in such a detached 
person, the mundane rasas will not produce aesthetic enjoyment in the heart 
anymore. If santa is accepted as the final state of spiritual emancipation, then, next 
to santa, any other rasa is not valid anymore. 





188 This refers to allegorical dramas where the characters are abstract qualities. Srila Kavi Karnapura 
also used that allegorical style in his Caitanya-candrodaya-nätaka, which seems to have been modeled 
along the lines of the Prabodha-candrodaya of Kesava Misra. 

182 y. Raghavan, The Number of Rasas (Chennai, 1976), p. 155. 
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3. 2. 13. Panditaraja Jagannatha, 17" century 
(Rasa-gatigadhara) 


Panditaraja Jagannatha discusses eleven different rasa-theories in his poetic 
treatise, the Rasa-gangädhara. He covers the views of Abhinavagupta, Mammata, 
Bhatta Nayaka, Bhatta Lollata, Sankuka, and a few others. His system is on the 
whole not very inventive, his number of rasas is nine, the eight of Bharata and 
Santa, and he seems to attribute the acceptance of santa to Bharata himself. He 
almost includes bhakti within his system of rasas, but gives it up at the last moment, 
saying one should be submissive to the authority of Bharata Muni: 


Now, why only these are treated as rasas — for it is indeed difficult to deny the 
existence of bhakti-rasa which has God as the alambana-vibhava, which is guessed from 
horripilation, tears etc., which is nourished by joy and the like and which is felt by 
devotees of God at the time of hearing the texts of the Puranas like the Bhagavata etc. 
The permanent mood here (in bhakti-rasa) is devotion which is rati for God. It does 
not deserve to be included in the sánta-rasa, as love (anurdga) is disagreeable with 
detachment (vairdgya). It is said that as devotion being of the nature of love, having 
God and the like as its object, falls under the category of bhava, so it is unworthy for 
attaining the state of rasa because early writers (like Mammata) conclude, 

‘The love sentiment directed to God etc., and the transitory mood (vyabhicari-bhava) 
properly manifested are called bhava, but when these are impproperly manifested they 
become their mere appearance, abhasa (ie. bhavabhasa and rasabhasa).’ 

It should not then be argued that, since love is the same (in both rati and bhakti), the 
rati for a woman should be treated as merely a bhava [due to its being temporary in the 
ultimate sense], or that bhakti for God should be treated as a sthayi-bhava [due to its 
absolute permanence], worthy for ascending the rank of rasa. Because the words of the 
sages like Bharata have the ultimate freedom to ascertain the state of bhava and rasa. 
Otherwise, why should not the love for a son be of the nature of a sthayi-bhava, or why 
should not aversion, grief etc. be treated as mere bhavas? If this is admited then the 
whole system is turned upside down. The counting of the rasas as being nine in 
number is controlled by the words of sage Bharata, so it is wise to follow the 
scripture. ?? 


But, an interesting twist happens: when enumerating the vyabhicaris, which are 
also fixed in number according to Bharata, Panditaraja gives 'guru-deva-nrpa- 
putradi-visaya rati’ (affection directed towards the teacher, God, king, or son) as the 
thirty-fourth vyabhicari-bhava. He explains that in this way, he has avoided 
admitting vátsalya separately as a rasa, which would be against Bharata's 
categorization. His final conclusion is that one should avoid whimsical changes that 





19 Chinmayi Chatterjee, Rasagangadhara of Panditaraja Jagannatha with Marma-prakasa of Nagesa 
Bhatta, First Anana, Vol. 1 (Calcutta 1992), pp. 115-6. 
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are not restrained by the words of the previous sages — but he himself was forced to 
add to Bharata as well. 

Another point that is interesting in his analysis is, according to him, the 
incompatibility of santa and bhakti, due to the first being characterized by vairägya 
(renunciation), while the second is a positive feeling of affection (raga, anuräga, 
rati). But this dichotomy clashes with reality: it is oftentimes the case that deep 
emotional relationships with the Supreme Lord effect a corresponding decrease in 
mundane affections, and vice versa. 

This concludes the overview of theories of poetry and aesthetics. Two more 
authors admit bhakti-rasa within their works, Kavi Karnapúra in his Alankara- 
kaustubha, and Madhusúdana Sarasvati in his Bhagavad-bhakti-rasäyana. Their 
theories will be discussed fully in Chapter 6. Let us now turn to the refutation of the 
position of the theorists about the impossibility of admitting bhakti as a rasa. Since 
Ripa Gosvami does not deal with these controversies, we turn to the works of his 
nephew and disciple, Srila Jiva Gosvami. 


3. 3. Srila Jiva Gosvami's Defense of Bhakti-rasa 


Jiva Gosvami (1513-1598), the prodigious nephew of Rúpa and Sanatana Gosvamis, 
their assistant and able successor, is credited with writing not less than 400, 000 
Sanskrit verses. His works are mainly philosophical and theological, while his poetic 
creations like Madhava-mahotsava and Gopäla-campü testify to his poetic abilities as 
well. He is the author of an original system of Sanskrit grammar, called the Hari- 
nämämrta-vyäkarana, precious for its refreshing terminology based on Vaisnava 
doctrines and the names of Sri Krsna. 

His most important work are the Sat-sandarbhas, six successive treatises on all the 
important tenets of the Gaudiya Vaisnava school. The first, the Tattva-sandarbha, is 
perhaps most well-known, discussing the basic epistemology of the sampradaya. The 
next treatise deals with the Paramátma aspect of the Lord, while the next two, the 
Bhagavat Sandarbha and the Krsna Sandarbha, cover the highest aspect of God, the 
personal Deity Sri Krsna, His expansions and His incarnations. The next two 
treatises, the Bhakti and Priti Sandarbhas, are concerned with approaching the 
Supreme Lord through bhakti and priti, which are more or less synonymous terms in 
the system of Jiva Gosvami. 

Let us follow his line of reasoning in the Priti Sandarbha!”, Anuccheda 110. 





191 In the absence of any massively printed editions and accurate translations that would be readily 
available, I was forced to use the electronic version of the Priti Sandarbha, downloaded from the 
website www. gaudiyagranthamandira. org. 


83 








esa ca tat-pritir laukika-kavya-vidam  raty-ádivat kärana-kärya-sahäyair militva 
rasävastham äpnuvati svayam sthayı bhava ucyate. karanadyaS ca kramena 


vibhavanubhava-vyabhicarina ucyante. tatra tasya bhavatvam  priti-rüpatvdd eva. 
sthayitvam ca — 


viruddhair aviruddhair va bhävair vicchidyate na yah 
atma-bhavam nayaty anyán sa sthäyi lavanakarah 
(Dasarüpaka 4. 34) 
iti rasa-Sastriya-laksana-vyapteh. 


This bhagavat-priti (divine affection) is itself a sthayi-bhava, and is similar in nature to 
mundane rati [although essentially very different]. According to the terminology of 
the knowers of mundane kävya, this priti, upon being augmented with causes, effects 
and accessories, reaches the stage of a rasa. Causes, effects and accessories are the 
vibhävas, anubhävas and the vyabhicáris. Its emotional nature is clear from its form (it 
is an affection, priti). Its being a sthayi is also proven: 

“That bhava, which is not interrupted by either the contradictory or favorable 
emotions, and which brings other bhavas into itself, is the sthayi, which is like an 
ocean.” (Dasarüpaka, 4. 34) Thus, priti falls within the definitions of mundane poetics. 


anyesath  vibhavatvadikam ca tad-vibhävanadi-gunena darsayisyamänatvät. tatah 
karanadi-sphürti-visesa-vyakta-sphürti-visesa tan milita bhagavat-pritis tadiya-pritimaya- 
rasa ucyate. bhaktimayo raso bhakti-rasa iti ca. yathahuh — bhava evabhisampannah 
prayanti rasa-riipatam iti. 


It is admissible also because the vibhävas of bhagavat-priti can be presented in the same 
vein as the vibhavas of all other emotions. When the special manifestation of causes, 
effects, and accessories, and the special manifestation of the stháyi itself merge, then 
the bhagavat-priti is called tadiya-priti-maya-rasa (the rasa of affection for the Lord). It 
is also called bhakti-maya-rasa, or bhakti-rasa. As it is said, "In this way, being made 
complete (by the vibhavas, anubhavas and vyabhicaris), the bhavas attain the condition 
ofa rasa.” 


yat tu prakrta-rasikai rasa-samagri-virahad bhaktau rasatvam nestam, tat khalu prákrta- 
devádi-visayam eva sambhavet. samagri hi rasatvapattau trividha. svariipa-yogyata, 
parikara-yogyatä, purusa-yogyatà ca. tatra laukike 'pi rase raty-adeh sthayinah svarüpa- 
yogyatd. sthayi-bhava-rüpatvat sukha-tadatmyangikarad eva ca. bhagavat-pritau tu sthäyi- 
bhävatvam _ tad-vidhasesa-sukha-tarangarnava-brahma-sukhad adhikatamatvam ca 
pratipaditam eva. 


If the mundane aesthetes deny the status of rasa to bhakti, under the pretext that in 
the case of bhakti, there is no aggregate of ingredients necessary for the appearance of 
rasa, that can only be true in the case of mundane deities (the devatás of the mundane 
sphere). The completeness (samagri) of any bhava which is about to become a rasa has 
a threefold condition: (1) the suitable nature of its svarüpa, (2) the suitable nature of 
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its accompanying causes, and (3) the suitable nature of the persons involved. There is 
yogyatä (suitableness) of the different stháyis headed by rati even in the mundane 
rasas. Bhagavat-priti as well possesses that suitability, due to its being a sthayi-bhava, 
and because it is nondifferent from its nature of happiness. 


tatha tatra karanadayas tat-parikaras ca laukikatvad vibhavanadisu svato 'ksamah. kintu 
sat-kavi-nibandha-caturyad evalaukikatvam äpannäs tatra yogyà bhavanti. tatra tu te 
svata evalaukikadbhuta-rüpatvena darsita darsaniyaS ca. 


In themselves, the accompanying causes like vibhavas, anubhävas and vyabhicäris, 
because of being this-worldly, may seem incapable of raising priti to the status of rasa. 
But, by the expertise of poetic expression in the works of talented poets, these vibhävas 
and so on attain an otherworldly nature and become capable of raising priti to the 
stage of rasa. But they should also be understood as actually being otherworldly and 
wondrous in themselves [because of their connection with the Lord]. 


purusa-yogyatà ca $ri-prahladadinam iva tädrsa-väsana. tam vina ca laukika-kavyenapi 
tan-nispattim na manyate. yathoktam — punyavantah praminvanti yogivad rasa-santatim 
(Sahitya-darpana 3.2) iti. na jayate tad-äsvado vind raty-adi-vasanam (Sahitya-darpana 
3.8) iti ca. 


The suitableness of persons involved is seen in Sri Prahlada and other devotees, who 
possess the vasands (of bhagavat-priti which develop into a rasa). Without this latent 
vasana, and the suitability of the persons experiencing the rasa, the appearance of rasa 
is impossible even in the mundane aesthetic theory. As it is said, 

“The virtuous apprehend the expanse of sentiment, as the ecstatic contemplators 
discern God in their vision.” (Sahitya-darpana, 3. 2) 

“The rasa cannot appear if there is no latent vásana in the form of sthayis like rati in 
the consciousness of the experiencer.” (Sahitya-darpana, 3. 8) 


laukika-rasasyotpattih svaripam äsvada-prakäras caivam evocyate. yathà — 


sattvodrekad akhanda-sva- prakasananda-cin-mayah 
vedydntara-sparsa-Siinyo brahmasvada-sahodarah 
lokottara-camatkara-pranah kaiscit pramätrbhih 
sväkäravad abhinnatvenayam äsvädyate rasah 
(Sahitya-darpana 3.2) iti 


atra tu aprakrta-visuddha-sattva-hetutvam sattvam visuddham vasudeva-Sabditam ity 
adeh. darsitam casya sattvasyaprakrtatvam bhagavat-sandarbhe. tatha brahmasvadad apy 
adhikatvam ya nirvrtis tanu-bhrtam (BhP 4.9.10) ity adeh. natyantikam viganayanty api te 
prasadam (BhP 3.15.48) ity ades ca. tatas camatkäras ca sutaram eva. vismapanam svasya 
ca saubhagarddheh (BhP 3.2.12) ity adeh. 


Even the mundane appearance of rasa is declared to be a form of relish. As it is said, 
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“This sentiment, arising from the exaltation of purity, indivisible, self-illuminating 
and full of joy, free from contact with anything else to be known, is like a brother to 
the tasting of the Supreme Brahman by the sages. 

This sentiment consists of otherworldly wonder and it is enjoyed by the competent 
relishers as inseparable from its effect.” (Sahitya-darpana, 3.2) 

Here we should understand the mental essence as the pure transcendent visuddha- 
sattva, as described in the verse ‘sattvam visuddham vasudeva-Sabditam' (Bhag. 4. 3. 23). 
The transcendent nature of this sattva, mental essence, is evidenced in the Bhagavat- 
sandarbha. Its superiority over mere brahmäsvada is stated in verses like Bhäg. 4. 9. 10: 


yá nirvrtis tanu-bhrtám tava pada-padma- 
dhyanad bhavaj-jana-katha-Sravanena và syät 
sá brahmani sva-mahimany api natha ma bhüt 
kim tv antakási-lulitat patatam vimanat 


Dhruva said, “My Lord, the transcendental bliss derived from meditating upon Your 
lotus feet or hearing about Your glories from pure devotees is so unlimited that it is far 
beyond the stage of brahmananda, wherein one thinks himself merged in the 
impersonal Brahman as one with the Supreme. Since brahmänanda is also defeated by 
the transcendental bliss derived from devotional service, then what to speak of the 
temporary blissfulness of elevating oneself to the heavenly planets, which is ended by 
the separating sword of time?” 

Or in the verse Bhag. 3. 15. 48: 


natyantikam viganayanty api te prasadam 
kimv anyad arpita-bhayam bhruva unnayais te 
ye ga tvad-anghri-Sarana bhavatah kathayah 

kirtanya-tirtha-yasasah kusalä rasa-jñah 


“Persons who are very expert and most intelligent in understanding the spiritual 
mellows engage in hearing narrations of the auspicious activities and pastimes of the 
Lord, which are worth chanting and worth hearing. Such persons do not care even for 
the highest material benediction, namely liberation, to say nothing of other less 
important benedictions which You could easily bestow simply raising Your eyebrows.” 
Therefore, the wonder in bhakti-rasa is superior and greater than in mundane kavya. 
This is also exemplified in Bhag. 3. 2. 12: 


yan martya-lilaupayikath sva-yoga- 
maya-balam darsayata grhitam 
vismapanam svasya ca saubhagarddheh 
param padam bhüsana-bhüsanangam 


“The Lord appeared in the mortal world by His internal potency, yoga-maya. He came 


in His eternal form, which is just suitable for His pastimes. These pastimes were 
wonderful for everyone, even for those proud of their own opulence, including the 
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Lord Himself in His form as the Lord of Vaikuntha. Thus His [Sri Krsna's] 
transcendental body is the ornament of all ornaments.” 


kim calaukika-rasa-vidam pracinanam api matänusärena sidhyaty asau rasah. tatra 
sämänyatah Sri-bhagavan-nama-kaumudi-karair darsitah. tasya visesatas tu Säntädisu 
pañcasu bhedesu vaktavyesu $ri-svami-caranair mallänam asanir (BhP 10.43.17) 


This priti is perfected into a rasa also according to the opinion of previous knowers of 
alaukika-rasas. In a general way, bhakti-rasa was admitted by the author of the 
Bhagavan-näma-kaumudi (Laksmidhara). In their variety, they have been articulated 
by the venerable Sridhara Svami in his commentary to Bhag. 10. 43. 17. 


mallänam asanir nrnäm nara-varah strinám smaro múrtiman 
gopánam sva-jano 'satàm ksiti-bhujam sasta sva-pitroh Sisuh 
mrtyur bhoja-pater virád avidusam tattvarh param yoginam 
vrsninam para-devateti vidito rangam gatah sagrajah 


“The various groups of people in the arena regarded Sri Krsna in different ways when 
He entered it with His elder brother. The wrestlers saw Krsna as a lightning bolt, the 
men of Mathura as the best of males, the women as Cupid in person, the cowherd men 
as their relative, the impious rulers as a chastiser, His parents as their child, the King 
of the Bhojas as death, the unintelligent as the Supreme Lord's universal form, the 
yogis as the Absolute Truth and the Vrsnis as their supreme worshipable Deity.” 


ity ddau te pañcaiva darsitäh. strinam Srigarah. samavayasäm gopanam hasya-Sabda- 
siicita-narma-maya-sakhya-sthayi sakhya-mayah  preyan. tatas tan-mate gopanam 
$ridamadinam ity evärthah. pitror dayapara-paryaya-vatsalya-sthayi vatsalah. yoginam 
jñana-bhakti-mayah Santah. vrsninam bhakti-maya iti. tathà samänya-priti-maya-rasas ca 
nfnám darsitah. tatradbhutatva-nirdesa$ ca sarvasyaiva rasasya tat-pranatvat Säntatvädi- 
vaisistyabhäve tad eva nirdistam iti. yathaha dharma-dattah — 


rase sära$ camatkarah sarvatrapy anubhityate 
tac-camatkära-säratve sarvatrapy adbhuto rasah 
tasmäd adbhutam evaha krti narayano rasam 
(Sähitya-darpana 3. 2) iti 


In this and similar verses, the rasas are five. Of the women, there is $rngära. Of the 
cowherd boys contemporary with Sri Krsna, the sthayi is friendship full of tenderness 
evidenced by the joking words, and the sakhya-maya-rasa is called preyan. That, in the 
opinion of Sridhara Svami, includes the cowherds like Sridama. Of His father, there is 
the vatsala-rasa, with the sthayi vatsalya, characterized by a continuous desire for the 
well-being of the dependent. Of the yogis, there is santa, characterized by jfiána and 
bhakti. Of the Vrsnis, it is pure bhakti-maya-rasa in servitude. In this way, the general 
priti-maya-rasa is visible in all these people. But the wonderful nature is actually 
common to all rasas, it is their life, as it were, and in their wondrous effect there is no 
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ultimate difference between the various rasas beginning with santa. As Dharmadatta 
has said (quoted in Sahitya-darpana, 3. 2 comm.) 

“In each and every rasa, wonder is experienced. Therefore, the adbhuta-rasa is 
inherent in all of them. This is why the learned Narayana has admitted only one 
ultimate rasa, adbhuta.”!” 


ye tu mallädinam raudradi-rasäs tatraiva svamibhir angikrtäs te khalu pritir-virodhitvan 
näträdrtäh. tad etad alaukika-rasavin-matam. 


The rasas like raudra given in the above verse, which were enumerated by Srila 
Sridhara Svami, have not been accepted here due to their being contradictory to priti. 
This is the opinion of those expert in discerning the alaukika-rasas. 


Srila Jiva Gosvami then briefly introduces the other mundane poetic theorists who 
have accepted preyán and vatsalya in their treatises, and quotes from Bhoja's 
Sarasvati-kanthäbharana (on preyan) and from the Sahitya-darpana 3. 201 (on 
vatsala). He also mentions the work of a certain Sudeva, the Rasa-vilasa, where 
bhakti-rasa is delineated as well. Then he turns to the ontological analysis of the 
rasas and their nature, and attempts to show the mundane rasas in their true light. 


kim ca laukikasya ratyadeh sukha-riipatvam yatha-kathañcid eva vastu-vicare duhkha- 
paryavasayitvat. tad uktam svayam bhagavatà sukham duhkha-sukhatyayah duhkham 
kama-sukhapeksa (Bhag. 11. 19. 41) iti. tadiyah Samo'pi Samo man-nisthata buddheh (Bhag. 
11. 19. 36) iti vadatà tenaivanadrtah. jugupsadinam tu sukha-rüpata laukikair api dvesya. 
tat-tan-ninda bhagavata-rasa-Slaghá ca $ri-narada-vakye — 


na yad vacas citra-padam harer yaso jagat-pavitram pragrnita karhicit 
tad vàyasam tirtham usanti mánasa na yatra hamsá niramanty usik-ksayah 
tad-vag-visargo janatagha-viplavo yasmin prati-slokam abaddhavaty api 
nämäny anantasya yaso 'nkitäni yat Srnvanti gayanti grnanti sädhavah 
(Bhag. 1. 5. 10-11) iti 


Even though the mundane bhävas headed by rati are believed to be of the nature of 
happiness, upon careful consideration they are not so, due to their termination in 
sorrow. The Lord Himself said in the Bhäg. 11. 19. 41, “Actual happiness is to transcend 
the dualities of so-called happiness and distress, and actual distress is to search for 
one's own gratification.” The Sama is also described by Him in Bhag. 11. 19. 36, as the 
state of having the intelligence fixed in Him alone. In this way, the Lord does not 
accept the so-called joyful nature of the mundane rasas. An in fact, even the mundane 
sthayis like jugupsä are averse to the notion of happiness, and that is admitted even by 
mundane theorists. The deprecation of all these mundane bhavas, and a subsequent 
praise of the bhagavata-rasa is found in the words of Sri Narada: 


EE — 


192 The learned Narayana, Visvanatha Kaviraja discloses in his Sahitya-darpana, was the name of his 
great great grandfather. 
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"Those words which do not describe the glories of the Lord, who alone can sanctify the 
atmosphere of the whole universe, are considered by saintly persons to be like unto a 
place of pilgrimage for crows. Since the all-perfect persons are inhabitants of the 
transcendental abode, they do not derive any pleasure there. 

On the other hand, that literature which is full of descriptions of the transcendental 
glories of the name, fame, forms, pastimes, etc., of the unlimited Supreme Lord is a 
different creation, full of transcendental words directed toward bringing about a 
revolution in the impious lives of this world's misdirected civilization. Such 
transcendental literatures, even though imperfectly composed, are heard, sung and 
accepted by purified men who are thoroughly honest." (Bhag. 1. 5. 10-11) 


$ri-rukmini-vakye 'pi — 
tvak-£masru-roma-nakha-kesa-pinaddham antar 
mámsaásthi-rakta-krmi-vit-kapha-pitta-vatam 
jivac-chavam bhajati kanta-matir vimüthà 
ya te padabja-makarandam ajighrati stri 
(Bhag. 10. 60. 45) iti 

Sri Rukmini also said, 
“A woman who fails to relish the fragrance of the honey of Your lotus feet becomes 
totally befooled, and thus she accepts as her husband or lover a living corpse covered 
with skin, whiskers, nails, head-hair and body-hair and filled with flesh, bones, blood, 
parasites, feces, mucus, bile and air.” (Bhag. 10. 60. 45) 


tasmal laukikasyaiva vibhavadeh rasa-janakatvam na $raddheyam. taj-janakatve ca 
sarvatra bibhatsa-janakatvam eva sidhyati. $ri-bhagavata-rasasya tu visayinam arabhya 
mukta-paryante jane tadvad aho anindriye caitanya-Sünye 'pi vikära-hetutvät katham 
tatrasambhavanapi syat. yachoktam — nivrtta-tarsair upagiyamanat (Bhag. 10. 1. 4) ity adi. 
aspandanam gatimatam pulakas tarunam (Bhag. 10. 21. 19) iti. krsnath sametya labdheha 
äsan Suska naga api (Bhag. 10. 17. 15) iti. tad etad abhipretya Sri-bhagavat-prity-eka- 
vyafijakasya $ri-bhagavata-puranasya rasätmakatvam Sabdenaiva nirdisati nigama-kalpa- 
taroh (Bhag. 1. 1. 3) ity adi 


Therefore it is not very believable that the mundane vibhävas and so on actually 
possess an ability to produce rasa. What they produce is ultimately only disgust. But 
the experience of the bhagavata-rasa simply cannot be denied, it is possible in every 
entity, from the materialists up to those on the level of liberation, and, alas, even in 
the senseless entities with undeveloped consciousness, as is evidenced by the affected 
transformations in all of them. As it is said (Bhag. 10. 1. 4), 


nivrtta-tarsair upagtyamanad bhavausadhac chrotra-mano-'bhiramat 
ka uttamasloka-gunanuvadat pumän virajyeta vina pasughnat 


“Glorification of the Supreme Person is relished by those no longer interested in the 


false, temporary glorification of chis cosmic manifestation. Descriptions of the Lord 
are the right medicine for the conditioned soul undergoing repeated birth and death. 
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Therefore, who will cease hearing such glorification of the Lord except a butcher or 
one who is killing his own self?” 


Or in the verse Bhag. 10. 21. 19: 


gà gopakair anu-vanam nayator udàra 
venu-svanaih kala-padais tanu-bhrtsu sakhyah 
aspandanam gati-matäm pulakas tarinam 
niryoga-pasa-krta-laksanayor vicitram 


“My dear friends, as Krsna and Balaráma pass through the forest with Their cowherd 
friends, leading Their cows, They carry ropes to bind the cows' rear legs at the time of 
milking. When Lord Krsna plays on His flute, the sweet music causes the moving 
living entities to become stunned and the nonmoving trees to tremble with ecstasy. 
These things are certainly very wonderful.” 


Or in the verse Bhag. 10. 17. 15: 


yaíodà rohini nando gopyo gopas ca kaurava 
krsnam sametya labdheha asan Suska naga api 


“Having regained their vital functions, Yasoda, Rohini, Nanda and all the other 
cowherd women and men went up to Krsna. O descendant of Kuru, even the dried-up 
trees came back to life.” 

The verse of the Bhägavata ‘nigama-kalpa-taroh’ proves the state of rasa of this 
bhagavat-priti which is manifested solely in the Bhagavata Purana. Bhag. 1. 1. B: 


nigama-kalpa-taror galitam phalam Suka-mukhad amrta-drava-samyutam 
pibata bhagavatam rasam älayam muhur aho rasika bhuvi-bhavukah 


“O expert and thoughtful men, relish Srimad-Bhagavatam, the mature fruit of the 
desire tree of Vedic literatures. It emanated from the lips of Sri Sukadeva Gosvami. 
Therefore this fruit has become even more tasteful, although its nectarean juice was 
already relishable for all, including liberated souls." 


Srila Jiva Gosvami goes on to explain that these bhavuka devotees are the rasa- 
¡jñas, the experts in relishing the fruit of the tree of the Vedas which has fallen down 
to earth. That fruit itself is the Bhagavata Purana, its rasa is the bhagavata-rasa, 
which by Slesa, is the rasa connected to Bhagavan, or bhagavat-priti-maya-rasa. Jiva 
Gosvami cites the phala-Sruti of reading the Bhagavata (Bhag. 1. 7. 7): 


asyam vai $rüyamanayam krsne parama-püruse 
bhaktir utpadyate pumsah §oka-moha-bhayapaha 


Simply by giving aural reception to this Vedic literature, the feeling for loving 


devotional service to Lord Krsna, the Supreme Personality of Godhead, sprouts up at 
once to extinguish the fire of lamentation, illusion and fearfulness. 
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in the past or in the present life, and possess the attunement E. ds pr 
samskaras. At the end of this pariccheda, Jiva Gosvámi adds that by proclaimin 





Bhagavata Purana to be the ripe fruit of the Vedas, the fault of the lack of go: HS Se DES 
avoided, and the Bhágavata, among all Vedic goals, gives the highest one; it is the Eo 
highest $astra focused on the highest purusärtha (Love of God). - 











> Chapter Four oS 


Nava-rasa-militam va kevalam Va ... 











4. 1. The Number of Bhakti-rasas 


vs title of this chapter is taken from the opening verse of the Bhakti-rasayana of 
adhusúdana Sarasvati, where he praises bhakti-rasa as either a unified single rasa 
(kevalam), or as consisting of nine rasas (nava-rasa-militam). 


nava-rasa-militam và kevalam và pum-artham 
paramam iha mukunde bhakti-yogam vadanti 
nirupama-sukha-samvid-rüpam asprsta-duhkham 
tam aham akhila-tustyai $astra-drstyà vyanajmi 


For the pleasure of all, I herein explain bhakti-yoga, the path of devotion to Mukunda, 
according to the view of the Sastras. This bhakti is declared to be the highest goal of 
humanity. It consists of the nine different rasas or is an independent rasa in itself. Its 
form is incomparable happiness and complete cognizance, untouched by sorrow. 
(Bhakti-rasäyana, 1. 1) 


Before Ripa Gosvami, bhakti-rasa was most often understood as a single, 
undifferentiated rasa. He was the one who introduced variety within the concept of 
bhakti-rasa, but it has to be borne in mind that his theory does not a priori accept 
the division of the general nine rasas of poetic theory (i. e. the eight rasas of 
Bharata, and santa) but is a system of five mukhya-bhakti-rasas and seven gauna- 
bhakti-rasas, with an elaborate explanation and justification behind it. 

Some scholars have been confusing the expression ‘navadha-bhakti’ with these nine 
rasas in bhakti — navadhä-bhakti, however, usually refers to the nine kinds of 
devotional engagement, enumerated by Prahlada Maharaja in the Bhagavata 


Purana? (7. 5. 23-24): 


$ri-prahrada uväca 
$ravanam kirtanam visnoh smaranam pada-sevanam 
arcanam vandanam däsyam sakhyam ätma-nivedanam 
iti pumsärpicä visnau bhaktis cen nava-laksana 
kriyeta bhagavaty addha tan manye “dhitam uttamam 


Prahlada Maharaja said: Hearing and chanting about the transcendental holy name, 
form, qualities, paraphernalia and pastimes of Lord Visnu, remembering them, serving 
the lotus feet of the Lord, offering the Lord respectful worship with sixteen types of 
paraphernalia, offering prayers to the Lord, becoming His servant, considering the 
Lord one's best friend, and surrendering everything unto Him (in other words, serving 
Him with the body, mind and words)—these nine processes are accepted as pure 
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193 Or, it could refer to the enumeration of forms of bhakti by Lord Ramacandra to the Sabari, found 
in the Rama-carita-manasa, Aranya-kanda. 
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devotional service (bhakti). One who has dedicated his life to the service of Krsna 
through these nine methods should be understood to be the most learned person, for 
he has acquired complete knowledge. 


As we have seen in Chapter 2, an interesting conclusion on the topic of bhakti-rasa 
was made by Panditaräja Jagannätha in his Rasagangädhara. He tried to admit bhakti 
to the status of a rasa, but concluded that since Bharata Muni established only eight 
rasas, we cannot now overrule his authority and admit other rasas into the fold. 

Ripa Gosvami’s simple solution to this kind of a dilemma is that bhakti-rasa is not 
a ‘new rasa’, as some have proposed, but any of the regular rasas, with a simple 
difference that these emotions are directed to God (more precisely, that they have 
God as their dlambana-vibhava). Rüpa Gosvami therefore does not speak of a vague, 
undifferentiated ‘bhakti-rasa’, but defines many kinds of them according to the 
specific nature of relationship to God, i.e. the éanta-bhakti-rasa (for the yogis), the 
vátsalya-bhakti-rasa (for Devaki, Nanda, Yasoda), the srngära-bhakti-rasa (for the 
gopis) etc. 


4. 1. 1. Kamsa, Sisupäla, the Gopis and Narada 


Earlier thinkers before Ripa Gosvami often based their theories of bhakti-rasa on a 
famous series of verses from the Bhagavata Purana (7. 1. 29-30) where it is mentioned 
that the gopis of Vraja attained perfection through kama, Kamsa through fear, and 
Sisupala through envy. These bhakti-rasa theorists would thus consider Karsa a 
devotee of the Lord in bhayanaka-bhakti-rasa. Ripa Gosvami is the first to stress the 
favorable nature of feeling towards the Lord as a prerequisite for bhakti-rasa. 

Bopadeva in his Muktaphala attempted to create a model of different bhakti-rasas, 
according to the particular inclinations with which the variety of people approached 
the Supreme Lord. 

sa navadha bhaktah. 
bhakti-rasasyaiva hasya-$rigara-karuna-raudra- 
bhayanaka-bibhatsa-santa-adbhuta-vira-riipena anubhavat. 


The devotee is of nine kinds. By experience, bhakti-rasa has been divided into nine 
categories, häsya, Srigara, karuna, raudra, bhayanaka, bibhatsa, Santa, adbhuta, vira. 


The commentator of the Muktaphala, Hemadri, in his Kaivalya-dipika, makes a 
distinction between vihita-bhakti and avihita or nisiddha-bhakti, bhakti that is 


prescribed and bhakti that is not prescribed. 


bhaktir vihita avihita ca. saiva param prakarsa-rekham ápanna 
rasah hasyadaya eva hi bhagavati prayujyamana 
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tasmät kenäpy upäyena manah krsne nivesayet iti 
bhakti-laksanakrantatvat bhakti-rasa-padavim asädayanti iti bhavah. 


Bhakti can be of the prescribed variety, or not prescribed. Such bhakti, when it reaches 
its higest expression in connection with the Lord, according to the dictum ‘Therefore, 
one should fix one’s mind on the Lord somehow or another’, due to having closely 
approached the definition of bhakti, it attains the status of a rasa. 


The vihita variety is further divided into the $uddha and misra categories, and the 
misrä-bhakti category itself has several subdivisions, like jiäna-misrä-bhakti, karma- 
misrä-bhakti and so on'*, 

Hemadri postulates four kinds of avihita or nisiddha-bhakti in his scheme, according 
to the characters mentioned in the Bhägavata Purana: käma-jä, dvesa-ja, bhaya-ja 
and sneha-ja. 


kamad dvesad bhayat snehäd yatha bhaktyesvare manah 
ävesya tad-agham hitva bahavas tad-gatim gatäh 
gopyah kamad bhayat karnso dvesäc caidyádayo nrpah 
sambandhad vrsnayah snehad yiyam bhaktya vayam vibho 


Many persons have attained liberation simply by thinking of Lord Krsna with great 
attention, either due to lusty desires, inimical feelings, fear, affection or devotion. This 
overwhelming absorption in Him purified them of their faults and they achieved the 
supreme destination. 

My dear King Yudhisthira, the gopis by their lusty desires, Kamsa by his fear, Sisupala 
and other kings by envy, the Yadus by their familial relationship with Krsna, you 
Pandavas by your great affection for Krsna, and we, the general devotees, by our 
devotional service, have obtained the mercy of Krsna. (Bhag. 7. 1. 30-31) 


The distinction made by Hemadri between avihita and vihita kinds of bhakti is that 
the first one is full of feeling, even if the feeling is inimical, while in the other the 
feeling is proper, positive, but struggles to become emotionally overwhelming. 


Narada humbly admits (Bhag. 7. 1. 27): 


yatha vairanubandhena martyas tan-mayatam iyat 
na tatha bhakti-yogena iti me niscita matih 
katamo ’pi na venah syat paficanám purusam prati 
tasmat kenápy upäyena manah krsne nivesayet 


Narada Muni continued: By devotional service one cannot achieve such intense 
absorption in thought of the Supreme Personality of Godhead as one can through 


enmity toward Him. That is my opinion. (Bhag. 7. 1. 27) 


nmm 


194 The full categorization is presented in Appendix 3. 
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Somehow or other, one must consider the form of Lord Krsna very seriously. Then, by 
one of the five different processes mentioned above, one can attain perfection. 
Atheists like King Vena, however, being unable to think of Krsna's form in any of 
these five ways, cannot attain salvation. Therefore, one must somehow think of Sri 
Krsna, whether in a friendly way or inimically. (Bhag. 7. 1. 32) 


A similar statement about the varieties of emotional content in different devotees, 
who achive corresponding perfections in these emotions, is found in the Brahma- 
sarhhitä, a scripture very much valued in the Gaudiya-sampradäya for its concise 
treatment of many tenets of Vaisnavism. 


yam krodha-kama-sahaja-pranayadi-bhiti- 

vatsalya-moha-guru-gaurava-sevya-bhavaih 
saticintya tasya sadrsim tanum äpur ete 

govindam adi-purusam tam aham bhajami 


l adore the primeval Lord Govinda, the meditators of whom, by meditating upon Him 
under the sway of wrath, amorous passion, natural friendly love, fear, parental 
affection, delusion, reverence and willing service, attain to bodily forms befitting the 
nature of their contemplation. (BS, 5. 55) 


The Gaudiya-sampradäya has established its own variation of vihita and avihita- 
bhakti, and the distinction between the two promises to be more ‘user-friendly’ to the 
devotees applying it in their lives. At the outset, all inimical feelings toward God are 
denied the status of a valid relationship with Him, or the status of a rasa. Then, the 
possible rasas are divided into primary and secondary ones. And, for advancing in 
the development of one's dormant relationship with the Lord in one of the primary 
five rasas, the concept of vaidhi-bhakti (regulated devotional service), and raganuga- 
bhakti (service in spontaneous devotion) are introduced. Mapping one's progress 
becomes easy, and the goal is clear: approximating the natural, deep emotional 
capacity of the dear associates of the Lord. Srila Bhaktisiddhanta Sarasvati 


comments on the abovementioned verse of the Brahma-samhita'*: 


Devotion is of two kinds, viz., (1) of the nature of deference to regulation and (2) 
constituted of natural feeling. Bhakti is roused by following with a tinge of faith in the 
rule of the sástras and instruction of the preceptors. Such bhakti is of the nature of 
loyalty to the scriptural regulations. It continues to be operative as long as the 
corresponding natural feeling is not roused. If a person loves Krsna out of natural 
tendency, there is the principle of raga, which is no other than a strong desire to serve, 
which turns into bhava or substantive feeling. When the substantive feeling is aroused 
the devotee becomes an object of mercy of Krsna. It takes much time to attain this 


AAA A 


195 use the electronic version from the Bhaktivedanta Vedabase 2003. 1, and so cannot supply page 
numbers for the quote. The commentary to the Brahma-samhita, verse 5. 55. 
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stage. Devotion which is of the nature of feeling is superior to that connected with 
scriptural regulation, it soon attains to the realized state and is attractive to Krsna. Its 
various aspects are described in this loka. Sänta-bhäva, full of reverence to superior, 
dasya-bhava, full of service for carrying out the commands of the object of worship, 
sakhya-bhäva or natural friendly love, vätsalya-bhäva or parental affection and 
madhura-bhava or amorous love, are all included in the category of devotion of the 
nature of instinctive attachment. But anger, fear and delusion, though they are of the 
nature of instinctive impulse, are not devotion in the strict sense of the term, because 
they are not friendly but hostile to the object. Anger is found in asuras like Sisupäla, 
fear in Kamsa, and delusion in the panditas of the pantheistic school. They have the 
feelings of anger, fear and instinctive impulse marked by complete self-forgetful 
identification with the nondifferentiated Brahman. But as there is no friendly feeling 
towards the object of devotion there is no bhakti. Again among the feelings of santa, 
däsya, sakhya, vatsalya and madhura — santa, though indifferent and dormant in raga, 
is still reckoned as bhakti on account of its being a little friendly. There is an immense 
volume of raga in the other four varieties of emotion. By the promise of Gita (4. 11), ye 
yathà mam prapadyante táms tathaiva bhajamy aham (“I serve one according to his 
submission”), those, who allow themselves to be actuated by the sentiments of fear, 
anger and delusion, attain to säyujya-mukti (merging in the Absolute). The Santas 
obtain bodily forms with aptitude for addiction to Brahman and Paramatma. The 
dasya and sakhya classes of worshipers attain bodily forms characterized by masculine 
or feminine disposition according to their respective grades of eligibility. The vatsalya 
class of worshipers get bodily forms befitting fatherly and motherly sentiments. The 
amorous lovers of Krsna attain the pure forms of gopis (spiritual milkmaids of Vraja). 


4. 1.2. The Kama of the Gopis 


Hemadri, in his category of avihita-bhakti, groups together two kinds of animosity 
(bhaya and dvesa), and two kinds of overwhelming attraction, conjugal and friendly 
(kama and sneha). While the first three varieties of avihita-bhakti may be said to be 
discouraged due to their inimical or undesirable nature for the spiritualist, that is 
hardly so at least in the case of the sneha-ja variety. And even the kama of the gopis 
is far from a mere desire to enjoy the Lord, as the Gosvamis amply prove through 
their writings. All in all, the theory of the two predecessors of Ripa Gosvami, 
Bopadeva and Hemadri, seems inadequate. It is unappreciative of the supreme reality 
of the spiritual world where at least the positive varieties of these feelings exist 
eternally and are hallowed as the perfectional state, rather than a stain to be 
removed. The idea of avihita-bhakti, while seeking to congratulate the devotees 
involved for their high level of emotional absorption, nevertheless seems somewhat 
stiff, attempting to make everyone conform to a quietistic kind of regulated, 
supposedly sinless devotion to the Lord. The Gaudiya Vaisnavas operate with a 
different frame, their reference is Goloka, inhabited by the expansions of hladini- 
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Sakti of the Supreme Lord, the superexcellent gopis, who descend along with the 
Lord at the time of His pastimes on earth to melt the inimical nature of the jivas in 
this world. As far as the apparent kama of the gopis is concerned, the Bhagavata 
Purana itself explicitly defends their spiritual position (10. 33. 39): 


vikriditam vraja-vadhübhir idam ca visnoh 
$raddhänvito 'nusrnyad atha varnayed yah 
bhaktim param bhagavati pratilabhya kamam 
hrd-rogam āśv apahinoty acirena dhirah 


Anyone who faithfully hears or describes the Lord’s playful affairs with the young 
gopis of Vrndavana will attain the Lord's pure devotional service (bhaktim param). 
Thus he will quickly become sober and conquer lust, the disease of the heart. 


Srila Krsnadasa Kaviraja, in his Caitanya-caritámrta, summarizes the stance of the 
Gaudiya-sampradäya on the issue of mere mundane lust versus prema, exemplified by 
the gopis of Vraja: 


gopi-ganera premera ‘ridha-bhava’ nàma 
visuddha nirmala prema, kabhu nahe kama 
premaiva gopa-ramanam kama ity agamat pratham 
ity uddhavadayo ‘py etam vañchanti bhagavat-priyah 
kama, prema,—donhakara vibhinna laksana 
lauha ara hema yaiche svarüpe vilaksana 
ätmendriya-priti-vancha—täre bali ‘kama’ 
krsnendriya-priti-iccha dhare ‘prema’ nama 
kamera tatparya—nija-sambhoga kevala 
krsna-sukha-tatparya-matra prema ta’ prabala 


The love of the gopis is called rüdha-bhava. It is pure and spotless. It is not at any time 
lust. 

The pure love of the gopis has become celebrated by the name ‘lust.’ The dear devotees 
of the Lord, headed by Sri Uddhava, desire to taste that love. 

Lust and love have different characteristics, just as iron and gold have different 
natures. 

The desire to gratify one's own senses is kama [lust], but the desire to please the senses 
of Lord Krsna is prema [love]. 

The object of lust is only the enjoyment of one's own senses. But love, prema, caters to 
the enjoyment of Lord Krsna, and thus it is very powerful. (CC, Adi, 4. 162-6) 


ihake kahiye krsne drdha anuraga 
svaccha dhauta-vastre yaiche nahi kona daga 
ataeva kama-preme bahuta antara 


_ __ == E 


196 This is a citation from the Bhakti-rasämrta-sindhu, 1. 2. 285. 
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kama—andha-tamah, prema—nirmala bháskara 
ataeva gopi-ganera nahi kama-gandha 
krsna-sukha lagi mátra, krsna se sambandha 
ätma-sukha-duhkhe gopira nahika vicara 
krsna-sukha-hetu cesta mano-vyavahara 
krsna lagi’ āra saba kare parityaga 
krsna-sukha-hetu kare $uddha anuräga 


That is called firm attachment to Lord Krsna. It is spotlessly pure, like a clean cloth 
that has no stain. 


Therefore lust and love are quite different. Lust is like dense darkness, but love is like 
the bright sun. 

Thus there is not the slightest taint of lust in the gopis' love. Their relationship with 
Krsna is only for the sake of His enjoyment. 

The gopis do not care for their own pleasures or pains. All their physical and mental 
activities are directed toward offering enjoyment to Lord Krsna. 

They renounced everything for Krsna. They have pure attachment to giving Krsna 
pleasure. (CC, Adi, 170-72, 174-5) 


tan sabära nahi nija-sukha-anurodha 
tathapi badhaye sukha, padila virodha 
e virodhera eka matra dekhi samadhana 
gopikara sukha krsna-sukhe paryavasana 
priti-visayanande tad-ásrayánanda 
tanha nahi nija-sukha-vañchara sambandha 
nirupadhi prema yanha, tañha ei riti 
priti-visaya-sukhe ásrayera priti 
nija-premänande krsna-sevananda badhe 
se dnandera prati bhaktera haya maha-krodhe 
kama-gandha-hina svabhavika gopi-prema 
nirmala, ujjvala, suddha yena dagdha hema 


The gopis have no inclination for their own enjoyment, and yet their joy increases. 
That is indeed a contradiction. 

For this contradiction I see only one solution: the joy of the gopis lies in the joy of 
their beloved Krsna. 

The happiness of the abode of love (priti-ä$raya) is in the happiness of the object of 
that love (priti-visaya). This is not a relationship of desire for personal gratification. 
Whenever there is unselfish love, that is its style. The reservoir of love derives 
pleasure when the lovable object is pleased. When the pleasure of love interferes with 
the service of Lord Krsna, the devotee becomes angry toward such ecstasy. 

The natural love of the gopis is devoid of any trace of lust. It is faultless, bright and 
pure, like molten gold. (CC. Adi, 4. 188-89, 99-201, 209) 
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To conclude, seeing the gopis’ love for Sri Krsna as having tinges of mundane 
desire is always problematic, and the Vrndavana Gosvamis keep stressing the point. 
Narada, in his discussion with Maharaja Yudhisthira, seems to have been relating to 
the ‘kama’ of the gopis not at all in a derogatory way, and this is how it should be 
understood. Externally, it may seem to be like kama, but it is much deeper and 
higher than any mundane affection, as demonstrated in the lives of the gopis who 
sacrificed any ordinary relationship in the fire of their love for Sri Krsna. In relating 
such apparently sensual love too closely with our mundane experiences of romance, 
their amazing quality of self-surrender and one-pointed attention to Krsna’s pleasure 
is overshadowed, and we lose sight of the ideal we should be striving towards. The 
outward situation of the gopis and its apparent sensuousness should not confuse us, 
the message of their lila is their level of spiritual absorption in Sri Krsna, amply 
documented in the inspired works of the Gosvamis. The topic will also be covered in 
the chapter on Sri Krsna as the apräkrta-näyaka, above mundane types of heroes in 
poetic works. Let us first turn to the categorization of spiritual emotions in the 
Bhakti-rasämrta-sindhu. 


4. 2. The Rasas of the Bhakti-rasamrta-sindhu 


4.2.1. The Five Primary Bhakti-rasas 


The southern, daksina-vibhaga, enumerates the five components of the experience 
of rasa, namely the vibhavas, anubhävas, sáttvikas, vyabhicaris and the sthayis. The 
division into separate rasas is described in the fifth lahari dealing with the sthayis. 


aviruddhan viruddhams ca bhavan yo vasatam nayet 
su-räjeva virajera sa sthayi bhava ucyate 
sthayi bhavo “tra sa proktah Sri-krsna-visaya ratih 
mukhya gauni ca sa dvedha rasa-jñaih parikirtita 


That emotion which dominates all compatible and incompatible emotions and shines 
forth like the best of all kings is called a foundational emotion. It is declared to be that 
love (rati) which takes Sri Krsna as its object. The knowers of rasa say that it is of two 
types, mukhya (primary) and gauni (secondary). (BRS, 2. 5. 1-2) 


Mukhya-rati (love of God in any of the primary relationships) is described in terms 
similar to the definition of bhava in 1. 3. 1: 


Suddha-sattva-visesatma — ratir mukhyeti kirtita 
mukhyapi dvividha svartha — parartha ceti kirtyate 


100 











Love which is a special form of the $uddha-sattva (composed of the hladini and samvit 
Saktis), is called primary. It is further divided into two modes: self-supporting (svartha) 
and supportive of another (parartha). (BRS, 2. 5. 3) 


The division of ratis into mukhya and gauna is effected through the distinction of 
svärthä and parärtha-rati. The definitions of both are given below: 


aviruddhaih sphutam bhavaih pusnáty atmanam eva ya 
viruddhair duhSaka-glanih sā svārthā kathita ratih 
aviruddham viruddham ca sañkucanti svayam ratih 
ya bhävam anugrhnäti sā parartha nigadyate 


That primary love which nourishes itself wich compatible emotions, and which cannot 
be diminished by the incompatible emotions, is called ‘self-supporting love’ (svartha- 
mukhya-rati). 

That primary love which, in the face of compatible and incompatible emotions, is 
prone to contracting itself and nourishing them instead, is called “love supportive of 


another’ (parärtha-mukhya-rati). (BRS, 2. 5. 4-5) 


When the primary love contracts itself, it gives place to secondary loves to assume 
superiority. These secondary loves are seven, while the primary loves are five: 


$uddha pritis tatha sakhyam vatsalyam priyatety asau 
sva-pardrthyaiva sa mukhya punah pañca-vidha bhavet 


A primary love in these two divisions (the svartha and parartha) has five varieties: 
Suddha, priti (or dasya), sakhya (or preyan), vatsala (or varsalya) and priyata (or 
madhura, or madhurya). 


The first one of these (here called suddha) is generally understood as the santa, and 
Rúpa Gosvami himself elsewhere describes it as Sänta-rati. It is imperative to have a 
clear understanding of these five categories, since the terminology is partly borrowed 
from the standard poetic theory where some of the terms may have a slightly 
different meaning. For example, let us inspect the work of Sushil Kumar De, Sanskrit 
Poetics as a Study of Aesthetic: 


A new turn was given to the theory by Ripa Gosvami's Ujjvala-nilamani, which brings 
religious ideas to bear upon the general theme of rasa. It attempts to deal with rasa in 
terms of the Vaisnava idea of ujjvala- or madhura-rasa, by which is meant the $rngära- 
rasa, the term ujjvala being apparently suggested by Bharata’s description of the rasa. 
The madhura-rasa, however, is represented not in its secular aspect but primarily as a 
phase of bhakti-rasa (madhurakhyo bhakti-rasah); for the Vaisnava theology admits five 
rasas as forming roughly the five degrees or aspects of the realization of bhakti (faith): 
santa (tranquility), dasya (also called priti, servitude or humility), sakhya (also called 
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d friendship or equality), vatsalya (parental affection) and madhurya (sweetness). 
he last, also called the ujjvala-rasa, being the principal, is termed bhakti-rasa-rat.!”" 


In his editorial notes, Gerow seeks to explain these terms but misses most of the 
meanings: 


Of these the first (Santa) is the much discussed ninth rasa of the canonical schools and 
madhurya (sweetness) is a guna; preyas is also the name of an alankara (Dandi 2. 275), 


and priti is a definand of rasavad-alankära, one of the most controversial figures 
(Dandi 2. 281, DhvA 2.5). 


Needless to say, it is not enough to attempt to clarify Rapa Gosvami's theory by 
opening a few classical books on aesthetic theory, since Ripa Gosvami has 
thoroughly adjusted the theory and its elements to the world of bhagavad-bhakti. All 
of these detailed distinctions have already been made in the previous chapter, let us 
now study the definitions of the five primary rasas as given personally by Ripa 
Gosvami. Their outlines begin in the sthayi-bhava-lahart of the daksina-vibhäga, and 
continue through the five separate laharis of the pascima-vibhäga, each dealing with 
one of the primary rasas. After the general remarks reproduced below, each rasa will 
be treated separately in its own subsection. 


vaisistyam patra-vaisistyad ratir esopagacchati 
yatharkah pratibimbatma sphatikadisu vastusu 


The particular form that love takes is determined by the specific nature of the 
individual devotee, just as a reflected image of the sun is determined by the nature of 


the jewel through which it is being reflected. (BRS, 2. 5. 7) 


The five primary bhakti-rasas in the system of Ripa Gosvami are not so much like 
emotions presented in a dramatic or poetic work, but are closer to ‘character frames’ 
of ideal devotees of God!'% to be mentally imitated and internalized by others who 
desire the same closeness and intimacy in relation to the Lord. 

The five primary rasas ascend hierarchically towards the most intimate, madhura- 
rasa”. Santa is the lowest grade in the hierarchy, without any distinct mamata 


m 


197 Sushil Kumar De, Sanskrit Poetics as a Study of Aesthetic (Oxford, 1963), pp. 60-1. 

198 David Haberman in his Acting as a Way of Salvation (Delhi 2001), introduces the term 
‘paradigmatic individual’ to denote the exemplary, so-called mythical personalities that embody the 
characteristics of certain bhakti-rasas. (p. 8) 

199 This ascension can be understood either in the personal development of a particular individual 
who can theoretically progress from the lower rungs of the bhakti-rasa ladder up to higher perfections 
of possessiveness and emotional susceptibility, or, more often, one is immediately attracted to a 
particular relationship, meaning that the hierarchy given is more or less technical. Perfection exists 
in every rasa, and absolutely speaking they are all perfect. 
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(sense of possessiveness). All the other four outdo each other in degrees of 
possessiveness. 


prāyah sama-pradhananam mamatā-gandha-varjitā 
paramätmataya krsne jätä Sänta-ratir matā 


The rati which arises in persons with a predominance of Sama (tranquility) and which 
is devoid of even a trace of possessiveness for the Lord, but which produces attraction 
towards Sri Krsna in His form of Paramätmä, is called Sänta-rati. (BRS, 2. 5. 18) 


atha bheda-trayi hrdyà rateh prity-ddir iryate 
gddhanukilatotpanna mamatvena sadasrita 
krsna-bhaktesv anugrahya- sakhi-püjyesv anukramát 
tri-vidhesu trayi pritih sakhyam vatsalatety asau 


The next three types of rati — priti, sakhya and vatsala — are pleasing to the heart. They 
arise from deep positive affection for the Lord, and are always endowed with 
possessiveness (mamata). When such rati is found in three types of devotees — 
recipients of mercy, friends and elders — it becomes priti-rati, sakhya-rati and vatsala- 


rati. (BRS, 2. 5. 22-23) 


svasmad bhavanti ye nyiinas te ‘nugrahya harer matah 
aradhyatvatmika tesam ratir pritir ittrita 
tatrasakti-krd anyatra priti-samhärini hy asau 


When persons identify themselves as inferior to the Lord, they are called the 
recipients of mercy (anugrahyd). Their love characterized by respect, in which Sri 
Krsna is perceived as worthy of worship, is called priti. This priti-rati produces 
attachment for the object of worship, and destroys affection for other objects. (BRS, 2. 
5. 27-28)" 


ye syus tulya mukundasya te sakhayah satam matäh 
samyad visrambha-rüpaisam ratih sakhyam ihocyate 
parihasa-prahäsadi- käriniyam ayantrana 


Those who identify themselves as equal to Mukunda are called sakhas or friends. Their 
love, with familiarity arising from the sense of equality, is called sakhya-rati. In this 
rati, there is loud laughing, joking and no sense of restraint. (BRS, 2. 5. 30) 


guravo ye harer asya te pujya iti visrutah 
anugraha-mayitesam ratir vatsalyam ucyate 
idam lalana-bhavyasis cibuka-sparsanadi-krt 


ll 


200 Jiva Gosvami comments that when there is attachment to other objects within priti-rati, it should 
be understood that these objects are ultimately always related to Krsna. 
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persons whose rati identifies them as superiors to the Lord are known as püjya, 
Su 3 > à 3 

(ox hy of respect or elders. Their love, which consists of kindness to the Lord, is called 
V á : 1 A 

ätsalya or vatsala. In such love, there is caressing, blessing Him and touching His 


chin. (BRS, 2. 5. 33) 


mitho harer mrgaksyas ca sambhogasyadi-karanam 
madhurapara-paryáya priyatakhyodita ratih 
asyam kataksa-bhrit-ksepa- priya-vani-smitadayah 


That rati found in the doe-eyed ladies, which is the root cause of the eight types of 
enjoyment in mutual association of the ladies and Sri Krsna, is called priyatä-rati. It is 
also called madhura-rati. In this love, there are side-long glances, moving the eyebrows, 
affectionate words, slight smiles and so on. (BRS, 2. 5. 36) 


The detailed treatment of the separate rasas begins in the pascima-vibhaga with the 
primary five, and continues in the last, the uttara-vibhaga, with the secondary seven 
bhakti-rasas. Each of them will now be treated separately, listing the peculiarities 
and definitions for each of them. 


4. 2. 2. $änta-bhakti-rasa or Suddha-bhakti-rasa 


In the first lahari of the pascima-vibhaga, Rupa Gosvami discusses Sänta-rasa in a 
detailed manner. 


vaksyamanair vibhavadyaih Saminam svadyatam gatah 
sthayi santi-ratir dhiraih Santa-bhakti-rasah smrtah 


If the sthayi-bhava called $anti-rati mixes with the elements headed by vibhavas that 
are about to be described, and is relished by persons possessing Sama, the wise call it 
santa-bhakti-rasa. 


The älambana-vibhäva in Sänta-rasa is the Lord in His Paramatma feature, the 
eternal form of bliss and knowledge, full of extraordinary qualities, and all-pervasive. 
He attracts to Himself two kinds of Sänta-bhaktas, the átmáramas who have received 
His mercy or the mercy of His devotees, and the tapasvis who have developed firm. 
faith in the path of bhakti. Such tapasvis qualify for the inclusion within the santa- 
rati because their desire for liberation is subordinate to their desire for bhakti (in 
other words, they desire liberation, but only so that it would facilitate pure bhakti). 

The uddipana-vibhavas which encourage the appearance of Sänta-rasa are hearing 
the Upanisads, living in a solitary place, seeing the river Ganga or other holy places, 
contemplating about the Absolute Truth and about the effect of time, visualizing the 
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universal form of the Lord, and associating with jfiana-misra-bhaktas. A similar kind 
of uddipana-vibhdvas are those which the Santa-bhaktas share with the bhaktas of the 
Next category, prita-rasa: smelling the Tulasi leaves offered to the lotus feet of the 
Lord, or hearing the sound of the Lord’s conch. 

The anubhavas typical of Sänta-rasa are staring at the tip of the nose, behaving like 
a renunciate, absence of hatred even towards the enemies of the Lord, lack of 
intense attachment to the devotees of the Lord, a great regard for perfection and 
liberation, lack of false ego and silence. Here again, the Santa category overlaps with 
the prita in some of the anubhävas, like ecstatic yawning, stretching the body, 
instructing the devotees, offering obeisances to the Lord, and reciting praises. 

The sáttvikas are possible, but not their most affected varieties like fainting. 

In $änta-rasa, particular vyabhicäris like nirveda, dhrti, harsa, mati, smrti, visada and 
so on appear. For example, nirveda: 


asmin sukha-ghana-múrtau paramätmani vrsni-pattane sphurati 
ätmärämatayä me vrthä gato bata ciram kalah 


Although Sri Krsna, the Paramatma, whose form is concentrated bliss, now resides in 
the city of Dvaraka, I am so unfortunate! | have wasted so much time imagining I am 


an ätmäräma! (BRS, 3. 1. 34) 


Ripa Gosvami of course urges us on to higher realms of attachment to the Lord, 
and presents examples of those who have upgraded their relationship. The 
following is a verse by Bilvamangala Thakura: 


advaita-vithi-pathikair upasyah svananda-simhásana-labdha-diksah 
Sathena kenäpi vayam hathena dási-krtá gopa-vadhü-vitena 


Although we were respected by the followers of the path of advaita and were 
worshipped by them on the throne of realizing the bliss of Brahman, we were forcibly 
made into female servants by one particular crafty boyfriend of the cowherd ladies. 
(BRS, 3. 1. 44) 


At the end of the santa-rasa-lahari, Rupa Gosvämi touches upon the previous 
speculations about the nature of santa-rasa and its admissibility within the system of 
rasas: “Because of the lack of an object of attention in the state of fama, the experts 
in poetics do not consider Santa as a rasa." But he argues that in his own system, the 
sthäyi-bhava of Santa is Sänta-rati which has the Lord as its object, and so the 
argument of the poetic theorists is not valid here. He quotes from the Bhagavata 


A AA 

201 His comment is: If Sri Krsna is merciful to someone previously fixed in jfiana, that Santa-bhakta 
becomes elevated in rati to Krsna. (BRS, 3. 1. 43) As in the case of Sukadeva, the jfiána-sarnskaras 
slacken by the mercy of the Lord, and the devotee attains the perfection of bliss in bhakti-rasa. (BRS, 
3.1. 45) 


105 








H nt (11. 19. 36), the words of Sri Krsna Himself, samo man-nisthata buddheh, 
Sama is having the intelligence fixed in Me.” Such steadiness of intelligence is only 
possible for those who possess $anta-rati, a neutral, elementary kind of affection for 
the Lord. 

He adds an enlightened comment to the argumentations about the sthàyi of Sänta- 
rasa: “The previous scholars have described many types of $anta-rasa, some favoring 
dhrti and some nirveda as its stháyi-bhava. If nirveda arises from knowledge of the 
Absolute Truth, then it certainly can be admitted as a sthayi-bhava directed at the 
Lord. But nirveda born of mere deprivation of anything desirable, or confrontation 
with anything undesirable, is only a common vyabhicari-bhava.” 


4. 2. 3. Priti-bhakti-rasa or Dasya-bhakti-rasa 


At the beginning of the lahari dealing with priti-bhakti-rasa, Rapa Gosvami clears 
the confusion about the terminology and mentions the predecessors who have 
written about it. Sridhara Svami, in describing the rasas of the audience in the 
wrestling arena of king Kamsa?”, calls this kind of affection saprema-bhakti, ‘bhakti 
filled with affection’. Laksmidhara, the author of the Nama-kaumudi, proposed rati 
as its sthayi-bháva. Sudeva and other aesthetic theorists, however, have called it only 
a special form of santa. 


ätmocitair vibhavadyaih pritir asvadaniyatám 
nita cetasi bhaktánam priti-bhakti-raso bhavet 


When priti or adoration achieves a pleasurable nature by the the composite effect of 
the favorable vibhävas, anubhävas, vyabhicaris and so on in the hearts of the devotees, 
it is called priti-bhakti-rasa. (BRS, 3. 2. 3) 


It has two major divisions, sambhrama-priti and gaurava-priti. The first occurs in 
the servants of Sri Krsna, and the second in His dependent relations, like His son 
Pradyumna or sister Subhadra. For both sambhrama-priti, polite servitude, and 
gaurava-priti, relational servitude, the visayalambana-vibhava is Sri Krsna. His 
attendants in Gokula are attracted to His two-armed form, while His servants 
residing elsewhere may also be drawn to His four-armed form. 

Ripa Gosvami makes a detailed study of the servants of the Lord in sambhrama- 
priti, dividing them into four categories. One of the categories is the demigods who 
serve the Lord in their respective administratory positions. The second are the 
devotees who have taken shelter of the Lord: the surrendered souls, the previous 
jfianis who have become attracted to devotional service, or the general devotees 
A Meum a nn 


202 In his commentary to Bhag. 10. 43. 17. 


106 





leta am x. 


steady in their serving attitude towards the Lord. The next category covers the 
associates of the Lord and members of His retinue in Dvaraka, of whom Uddhava is 
the brightest example. The fourth category are the personal attendants of the Lord 
in either Dvaraka or Vraja. 

All of these different devotees can be either nitya-siddhas, sadhana-siddhas, or 
sadhakas. For the sadhakas, the path of attaining bhava is by sadhana or by the grace 
of Sri Krsna. In the nitya-siddhas, the sthayi-bhdva is already present as a latent 
impression within their minds, and the appearance of the other aesthetic and 
devotional components makes the priti-rasa blossom in their heart. It can increase in 
intensity to states called prema, sneha, raga and pranaya. The highest of these states 
are possible only in exceptional devotees like Uddhava. 


On seeing Krsna, Uddhava offered Him a gift in the form of a great river of tears. 
When he began to recite prayers using attractive words and a sweet tone, his voice 
choked and the words of the strotra became mumbled. His body erupted in goose 
bumps resembling a blossoming kadamba tree. Even though completely stunned, he 
achieved the position of being the most blessed among the surrendered devotees. 


(BRS, 3. 2. 86) 


Unique uddipana-vibhavas in priti-rasa, in both of its kinds, are attaining Krsna's 
mercy, obtaining the dust of His lotus feet, and relishing His food remnants. Other, 
regular uddipanas are the sound of His flute and horn, His kind glance, hearing 
about His excellent virtues, the lotus, the new rainclouds, and the fragrance of His 
body. 

The anubhävas particular for this relationship are: being completely involved in 
serving the Lord to the utmost of one's capacity, seeking friendship with other 
servants never tinged with envy, and remaining steady in one's submissive devotion. 
The servants of the Lord are well-behaved, always ready to follow His order with full 
faith, recognizing Him as their Lord and master. 

In priti-rasa and the next three rasas, all the eight sattvika-bhavas appear, 
beginning with stupefaction. 


gokulendra-guna-gana-rasena stambham adbhutam asau bhajamanah 
pasya bhakti-rasa-mandapa-müla- stambhatarh vahati vaisnava-varyah 


Look, a respectable devotee, upon hearing the sweet nectar of songs about the virtues 
of the Lord of Gokula, has entered a state of wonderful stupefaction (stambha) and has 
become like a pillar (stambha) holding up the pavilion of bhakti-rasa. (BRS, 3. 2. 67) 


Many vyabhicaris may appear along the main priti-rasa, but the following ones are 


declared to be unfavorable: mada, $rama, träsa, apasmära, älasya, ugrata, asúya and 
nidra. Of the favorable ones, harsa, garva and dhrti manifest at the time of meeting 
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Ps T3 while glāni, vyādhi and mrti may occur in the absence of the worshipable 
rd. 
harim avalokya puro bhuvi patito danda-pranáma-$ata-kamah 
pramada-vimugdho nrpatih punar utthanam visasmāra 


Upon seeing Lord Hari, king Bahuläsva fell to the ground, desirous of performing 
hundreds of prostrations, but being bewildered by joy, he forgot to rise. (BRS, 3. 2. 73) 


The priti-rasa has two subdivisions, yoga and ayoga, which refer to the availability 
of the association of Sri Krsna. Ayoga is further divided into the state called 
utkanthita, or anticipation of meeting, and viyoga, separation. Many vyabhicari- 
bhávas surface in the testing moments, days, years of separation, most poignantly in 
the servants of the Lord in Vraja. 


samajani dasa vislesät te padambuja-sevinam 
vraja-bhuvi tathà násin nidra-lavo ‘pi yatha pura 
yadu-vara dara-$vasenami vitarkita-jivitah 
satatam adhunä niscestängas tatany adhiserate 


O best of the Yadus! The present state of Your attendants in Vraja who are devoted to 
serving Your lotus feet, is due to separation from You. Just as they were unable to get a 
second of sleep before (in Your presence), now too they are unable to sleep (due to 
Your absence). Their bodies dull, they simply lie motionless on the bank of the 
Yamuna, and it is questionable whether they are still alive, hardly breathing. (BRS, 3. 
2. 126) 


At the end of the chapter devoted to priti-bhakti-rasa, Ripa Gosvami passingly 
mentions the poetic theorists (whom he designates as krsna-bhakty-asvada- 
bahirmukhah) who do not accept priti-rasa, thinking that däsya cannot reach the 
state of rasa. He avers, "Their opinion is unfounded, because in many Puranas, 
especially in the Bhagavata, this rasa is clearly mentioned." Jiva Gosvami comments 
that the ancient authorities of mundane rasas did not mention dasya-rasa, but that 
the misfortune of the present poetic theorists was that they were not sympathetic to 
the devotional rasas amply described in the Bhagavata Purana. For example, Bhag. 
11. 3. 32: 

kvacit rudanty acyuta-cintaya kvacit dhasanti nandanti vadanty alaukikah 
nrtyanti gayanty anusilayanty ajam bhavanti tüsnim param etya nirvrtah 


Having achieved love of God, the devotees sometimes cry out loud, absorbed in 
thought of the infallible Lord. Sometimes they laugh, feel great pleasure, speak out 
loud to the Lord, dance or sing. Such devotees, having transcended material existence, 
sometimes imitate the unborn Supreme Lord by acting out His pastimes. And 
sometimes, achieving His personal audience, they remain peaceful and silent. (BRS, 3. 


2.141) 
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4. 2. 4. Preyo-bhakti-rasa or Sakhya-bhakti-rasa 


We move on to preyo-bhakti-rasa, or the rasa of friendship (sakhya). In this 
relationship, marked by an increased possessiveness towards the Lord, the sense of 
equality eclipses the reverence found in the previous, priti-rasa, to give way to 
visrambha, a deep sense of closeness with the Lord unrestricted by feelings of 
inferiority. Its definition is as follows: 


sthayi bhavo vibhavadyaih sakhyam atmocitair iha 
nitas citte satam pustim rasah preyán udiryate 


When the sthayi-bhava of sakhya-rati is nourished by suitable elements like the 
vibhavas, and reaches its full expression in the consciousness of the devotees, it is 


called preyo-bhakti-rasa (the rasa of friendship). (BRS, 3. 3. 1) 


The visayalambana-vibhava remains the same, Lord Sri Krsna in His two-armed, or 
sometimes four-armed form. The asraya of preyo-bhakti-rasa are His confidential 
friends who are usually His contemporaries. They are divided into two categories, 
His friends in Vraja, and those outside Vraja, like the Pandavas, Draupadi, the 
brahmana Sudama and so on. 


sämyena bhiti-vidhurena vidhiyamana- bhakti-praparicam anudañcat-anugrahena 
visrambha-sara-nikuramba-karambitena vandetaram agha-harasya vayasya-vrndam 


I offer my respects to the friends of Krsna, who feel thar He is their equal, and, 
without any fear of Him, experience a deep sense of closeness with Him that is not 
limited by hesitation. They possess great quantities of the nectar of confident 


familiarity. (BRS, 3. 3. 9) 


The friendship of the cowherd boys of Vraja is considered superior to the 
friendship experienced by devotees outside Vraja. The cowherd boys are divided into 
four sub-categories: suhrt (slightly older than Krsna, with an admixture of vatsala in 
their friendship), sakha (slightly younger than Krsna, with an admixture of däsya in 
their friendship), the priya-sakha (of the same age as Krsna, imbued with pure 
sakhya), and the priya-narma-sakha (confidential friends of the Lord that assist Him 
in His relations to the gopis). Each group has its famous prototypes in Vraja-lila, for 
example, the suhrt category is personified in Balaräma, Krsna’s elder brother. The 
priya-sakhäs are the known cowherd boys like Sridamä, and the priya-narma-sakhäs 
are headed by the intimate friend of Krsna, Subala. 


kecid esu sthira jatya mantrivat tam upasate 
tam hasayanti capaläh kecid vaihasikopamah 
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kecid ärjava-särena saralah Silayanti tam 
váma vakrima-cakrena kecid vismäyayanty amum 
kecit pragalbhah kurvanti vitandam amund samam 
saumyah sünrtaya vaca dhanya dhinvanti tam pare 


Some of them have a steady nature and worship Him by acting as advisors, others of a 
fickle nature make Him laugh, behaving like clowns. Some are honest and serve Him 
with sincerity, while others astonish Him by unexpected crooked behavior”, Some are 


proud and engage in useless arguments with Him. Some peaceful fortunate boys please 
Him with soft, truthful words. (BRS, 3. 3. 53-55) 


The uddipana-vibhävas in preyo-rasa are the Lord’s age and His corresponding 
forms, His horn, flute, conch, as well as His pastimes, jokes and heroism. His age can 
be either kaumara (suitable for vatsala-rasa as well), pauganda or kaisora?*. The 
kaumära and pauganda phases are witnessed only by the Vraja-vasis, while Krsna- 
kigora attracts preyo-bhaktas to Him in Gokula, Mathura and Dvaraka. 


urndaranye samastät saurabhini surabhi-vrnda-raksä-vihäri 

gufijahari sikhanda-prakatita-mukutah pita-pattámbara-$rih 
karnabhyam karnikare dadhat alam urasa phulla-mallika-malyam 
nrtyam dor-yuddha-range natavad iha sakhin nandayaty esa krsnah 


Sri Krsna dressed in a fine yellow silk cloth wore a necklace of red guñja berries, a 
crown of peacock feathers, karnikara flowers on His ears, and a garland of blossoming 
jasmine flowers on His chest. Absorbed in His pastime of protecting the cows in the 
fragrant forest of Vrndävana, dancing like an actor in the wrestling arena, He 


delighted His friends. (BRS, 3. 3. 66) 


The anubhávas common to all kinds of Krsna's friends are pleasing Him with 
wrestling, riding on each other's shoulders, stick fighting, playing with balls and dice, 
sleeping and sitting close to Krsna, telling Him jokes, playing water sports, singing 
and dancing with Him and so on. The boys of the suhrt category act as His advisers 
and take care of His welfare. The sakhas are in charge of placing betel in His mouth, 
they paint His tilaka and other decorations. The priya-sakhäs engage in mock-battles 
with Him, steal flowers and other items from Him, and enjoy the privilege of 
themselves being decorated by Him. The priya-narma-sakhäs carry messages among 
the young ladies of Vraja, encourage the gopis’ love for Krsna, take Krsna’s side when 
they are with the gopis, and side with the chief gopis in Krsna’s presence, by intense 
argumentations and whispering in each other's ears. 


eS eee 

203 [n his commentary to this verse, Viévanatha Cakravarti gives the example of dressing as women as 
an explanation of ‘unexpected crooked behavior’. 

20 Kaumära lasts till the fifth year, pauganda till the tenth, and kaisora till the fifteenth. Sri Krsna 
never grows to the phase of yauvana, even after leaving Vrndävana. 
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: T the eight sattvika-bhavas are abundantly visible in the friends of Krsna. The 
ollowing are the regretful words of Sri Radha (Dana-keli-kaumudi, verse 37), 
describing the sattvika ecstasy of Subala: 


© Subala! You are fortunate because even in the presence of elders you freely embrace 
Krsna, spreading out your pillar-like arms full of goose bumps. And Hari openly places 
His snakelike arms around your shoulders. Tell me, at which holy place did you 
perform innumerable austerities? (Quoted in BRS, 3. 3. 99) 


Of the thirty-three vyabhicáris, all except augrya, träsa and alasya are possible in 
preyo-rasa. As opposed to priti- and vatsala-rasas, where the relationship is always 
between superiors and inferiors, the preyo-rasa is unique in the sense that both the 
Lord and His friends possess the same kind of affection for each other. The 
characteristic feature of preyo-rasa, the visrambha or deep mood of confidence, may 
gradually increase to reach levels called pranaya, prema, sneha and räga. 


4.2.5. Vatsala-bhakti-rasa or Vatsalya-bhakti-rasa 


The fourth lahari of the pascima-vibhäga describes the vatsala-bhakti-rasa, parental 
affection. 


vibhavadyais tu vátsalyam sthäyi pustim upägatah 
esa vatsala-námátra prokto bhakti-raso budhaih 


When vatsala-sthayi-bhava is nourished by the vibhävas and other components, it is 
called vatsala-bhakti-rasa by the wise. (BRS, 3. 4.1) 


The visayalambana-vibhava of devotees steeped in vatsalya is Sri Krsna as their 
dependent. He is respectful and obedient to His protectors, does not manifest His 
powers, and accepts Himself as the object of their mercy. His elders feel responsible 
for teaching Him, removing His sorrow, and protecting Him, without a clear 
understanding of His actual greatness. In the words of mother Yasoda: 


Dear friend, because my husband and I always worship Lord Visnu, He has destroyed 
the demons like Pütanä attacking us. The twin trees in the courtyard have been 
uprooted by the wind, and again Visnu has protected us. Together with Balaräma, my 
husband lifted up the Govardhana mountain for all to see. These acts are all difficult 
to comprehend. How could they be the deeds of my little baby? (BRS, 3. 4. 7) 


The venerable asrayas of vatsalya include His foster parents in Gokula, Yasoda and 
Nanda, and actual parents in Mathura, Devaki and Vasudeva, although the love of 
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the first pair is declared to be much deeper. Vätsalya-rasa also manifests in many 
elderly ladies in Vraja and Mathura, like Balarama’s mother Rohini, and other 
respectable personalities like Paurnamasi, Kunti and Sandipani Muni. 

The uddipanas in this rasa are Krsna’s young age and His attractive chubby form, 
His sparse clothing and jingling ornaments, His naughty actions, sweet utterings, 
laughing, playing and herding the cows. 

The typical anubhävas observable in vatsala-rasa are smelling Krsna’s head, 
affectionately rubbing His limbs, blessing Him, giving Him orders and instructions, 
caring for Him and protecting Him. All the sättvikas are possible, with a special 
addition of milk flowing from the breasts of the ladies. 


Early in the morning, with milk dripping from her breasts, Yasoda applied mantras to 
Hari's body with a stuttering voice, painted a protective tilaka mark on His forehead 
with tears flowing from her eyes, and attached a protective amulet to His arm. Out of 
intense feelings of affection, she was stunned, like a statue of vátsalya personified. 


(BRS, 3. 4. 14) 


Jiva Gosvámi comments that although love in all of the rasas theoretically 
advances through stages like prema, sneha and then raga, it is seen that in vätsalya- 
rasa the deep love of Krsna’s protectors is never less intense than raga. Pranaya as an 
intimate kind of affection, however, is not possible in vatsala-rasa, because the elders 
of Krsna never think of Him as their equal. The vyabhicaris in vatsalya are the same 
as those in priti-rasa, with the addition of apasmara. The states of yearning in 
separation are described in heartbreaking verses. 


Just see! Now that Krsna has gone to Mathura, thin Yasoda, her face covered with 
scattered grey hair, mindlessly injures herself by falling on the ground. She calls out, 
‘My son! My son!’ and beats her breasts with her hands in anguish. (BRS, 3. 4. 63) 


Concluding the chapter on vatsala-bhakti-rasa, Ripa Gosvami quotes Visvanätha 
Kaviräja who also accepted vatsala as an authentic rasa in his Sahitya-darpana (3. 
201). The amazing characteristic of vátsalya in the devotees of the Lord is that it is 
not at all dependent on His reciprocation. Contrary to such selfless love, the love of 
the prita-bhaktas is slightly diminished if the Lord does not respond with affection, 
while the love of preyo-bhaktas may even completely disappear. 

Although most devotees are fixed in only one of the rasas, the three rasas of priti, 
preyan and vatsala may become mixed in certain characters. Balaráma's sakhya is 
mixed with däsya and vatsala, and the priti of Uddhava is mixed with sakhya. 
Yudhisthira’s vatsala is mixed with dasya, and so on. 
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4. 2. 6. Madhura-bhakti-rasa or Madhurya-bhakti-rasa 


s last lahari describes the highest kind of devotional emotion, madhura-rati. In 
the Bhakti-rasámrta-sindhu, it is treated in a condensed fashion, and further 
details on madhura-bhakti-rasa are available as a separate work, the Ujjvala-nilamani. 


atmocitair vibhavadyaih pustim nità satam hrdi 
madhurakhyo bhaved bhakti- raso ‘sau madhurá ratih 


When madhura-rati is nourished by suitable vibhávas and other elements in the hearts 
of devotees, it becomes the madhura-bhakti-rasa. (BRS, 3. 5. 1) 


The visayalambana-vibhäva in madhura-rati is Sri Krsna, the abode of abundant 
beauty, pastimes and skill in all the arts which cannot be equaled or surpassed. Rupa 
Gosvämi quotes from the Gita-govinda (1. 11) of Jayadeva: 


visvesám anurañijanena janayann anandam indivara- 
srent-Syamala-komalair upanayann angair anangotsavam 
svacchandam vraja-sundaribhir abhitah praty-añgam älingitah 
$rngärah sakhi mürtiman iva madhau mugdho harir kridati 


O friend! Attractive Hari produces bliss in everyone within the universe by inducing 
their love, and creates a festival of Cupid by His limbs, softer and darker in color than 
the blue lotus. His every limb is embraced spontaneously by the young beauties of 
Vraja as He enjoys the spring season like an incarnation of madhura-rasa. (Quoted in 


BRS, 3. 5. 5) 


The äsraya of madhura-rasa are the young ladies of Vraja, endowed with the most 
excellent freshest sweetness. Their hearts are filled with waves of prema and they 
worship Hari as their lover. Rúpa Gosvami supplies another verse from the Gita- 
govinda as a proof of the supreme superiority of Srimati Radharani, the daughter of 
Maharaja Vrsabhanu, among all the asrayas of this rasa2 The love between 
Radhika and Krsna is never, under any circumstance, covered by other relationships 
or different bhävas, either compatible or incompatible. 


ee 


205 Ripa Gosvami reasons, nivrttanupayogitvad duruhatvad ayarı rasah | rahasyatvac ca samksipya 
vitatango ‘pi likhyate, "Even though this rasa is extremely vast, it is discussed here only in abridged 
form, because it has a very secret nature, it is difficult to understand, and its detailed description is 
not useful for those who are averse to it due to equating it with mundane $rigara.” (BRS, 3. 5. 2) 

206 The verse quoted is (Gita-govinda 3. 1.), kamsarir api sarsára-baddha-rikhalam / radham adhaya 
hrdaye tatyája vraja-sundarih, “When Radhá left the arena of the rasa dance out of pride, Krsna gave 
up the other beautiful women of Vraja and left the arena, thinking only of Radha who was bound by 
the chains of the highest love.” 
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At a short distance stands the queen of Vraja, and His friends are surrounding Him. 
Candravali is right before His eyes, and the demon Arista stands on a heap of stones 
nearby. But Krsna's restless sidelong glance, like a flash of lightning, descends only on 
Radha, hidden behind a bush of flowering creepers to His right. (BRS, 3. 5. 22) 


The famous uddipana of madhura-rasa is the sound of Sri Krsna's flute. The 
anubhävas are sidelong glances, smiles and so on. The sättvikas are all profoundly 
manifest. All of the vyabhicaris except augrya and älasya may appear along the main 
sthayi. Ripa Gosvámi quotes an example of nirveda from the Padyavalt: 


má muñca pañca-$ara pañca-Sarim Sartre mà siñca sandra-makaranda-rasena vàyo 
angäni tat-pranaya-bhañga-vigarhitani nalambitum katham api ksamate ‘dya jivah 


O Cupid! Stop shooting your five arrows into my body! O Wind! Stop sprinkling me 
with the concentrated juice of forest flowers! These limbs of mine are condemned 
because they have caused a break in the love of Krsna, and my soul can no longer 


endure to reside in them. (BRS, 3. 5. 17) 


Madhura-rasa being the pure, spiritual variety of $rngära-rasa, it is similar to its 
mundane counterpart in the division into vipralambha (love in separation) and 
sambhoga (love in union). The vipralambha has three subvarieties, pürva-räga 
(affection prior to meeting), mana (sulking) and pravasa (physical separation). An 
example of pürva-räga is a verse from the Bhagavata Purana, the words of Krsna after 


We em] 
receiving a letter from Rukmini t 


yathà vinidrà yac città rukmini kamaleksana 
tathaham api tac-citto nidrám ca na labhe nisi 
vedaham rukminya dvesan mamodvaho nivaritah 


Just as the mind of the lotus-eyed Rukmini is focused on Me, not allowing her to sleep, 
My mind is also focused on her, making my nights sleepless as well. 1 know that her 
brother Rukmi, who does not like Me, opposes our marriage. (Bhag. 10. 53. 2, quoted in 
BRS, 3. 5. 28) 


Mana (sulkiness) and pravasa (separation after meeting) are known from other 
scriptures and are treated only briefly. The heartbreaking, obsessed states of the 
ladies in Vraja after the departure of Sri Krsna to Mathura have been an inspiration 
to devotional poets for milennia. Rupa Gosvami concludes the chapter on a happier 


ee u I 


207 Jiva Gosvami comments that the example of the pürva-raga of Rukmini was chosen as it is only 
mentioned once, while the purva-raga of the gopis of Vraja is described again and again by Sukadeva, 
for example in the verses of the Gopi-gita (Bhag. 10. 31) beginning with jayati te ‘dhikam janmana 
vrajah. 
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note, wi ; : š us f : E 
e, with a consideration of nitya-sthiti, the eternal union without separation". In 


x commentary, Jiva Gosvámi cites a famous verse from the Bhāgavata Purāņa (10. 
. 48), illustrating such nitya-sthiti for all the ladies attached to Sri Krsna: 


jayati jana-nivaso devaki-janma-vado 
yadu-vara-parisat-svair dorbhir asyann adharmam 
sthira-cara-vrjina-ghnah su-smita $ri-mukhena 
vraja-pura-vanitänam vardhayann kama-devam 


Lord Sri Krsna lives among the cowherd men and among the Yadavas, and is 
conclusively the son of both Devaki and Yasodä. He is the guide of the Yadavas and of 
the cowherd men, and with His mighty arms He destroys anything inauspicious in 
Vraja, Mathura and Dvaraka. By His presence He removes the difficulties for all 
beings, moving and inert, as well as the suffering of separation for the inhabitants of 
Vraja and Dvaraka. His blissful smiling face always increases the desires of the gopis of 
Vrndävana and the queens of Dvaraka. This is His eternal position. (An extended 
translation by Jiva Gosvami, in his commentary to BRS, 3. 5. 35) 


4. 2.7. The Secondary Bhakti-Rasas 


The gauna-bhakti-rasas (secondary rasas) are the topic of the last, uttara-vibhaga of 
the Bhakti-rasamrta-sindhu. All seven of them are Bharata’s original rasas, but in the 
system of Rupa Gosvami they lose much of their importance because of the 
centrality and weight of the primary rasas. It is immediatley apparent that they are 
much less overwhelming and deep in their nature. They are ‘almost like vyabhicaris’, 
but have been treated as separate bhavas and rasas in conformity with Bharata Muni 
and other literary authorities”. 

Ripa Gosvämi writes about the gauni-rati, or secondary love: 


vibhavotkarsajo bháva- viseso yo *nugrhyate 
sañkucantya svayam ratya sa gauni ratir ucyate 
haso vismaya utsahah — $okah krodho bhayam tatha 
jugupsä cety asau bhava- visesah saptadhoditah 


A particular emotion that is born from the excellence of the excitants and is 
nourished by a primary love that has contracted iself is called secondary love. There 


DEM NT REA m 
208 The nitya-sthiti has been described before, in BRS, 3. 3. 128, where both Jiva Gosvami and 
Vigvanatha Cakravarti give elaborate explanations of the prakata- and aprakata-lila of the Lord. 


Separation appears only in the prakata-lila. 
209 Mentioned in BRS, 4. 7. 13-14. 
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are seven types of such particular emotions: humor, amazement, effort, sorrow, anger, 
fear and disgust. (BRS, 2. 5. 39-40) 


The philosophy underlying the concept of secondary emotions is explained thus: 


hàásádàv atra bhinno “pi $uddha-sattva-visesatah 
pararthaya rater yogad rati-Sabdah prayujyate 


Here humor and the other forms of secondary love are different form the forms of 
primary love in that they are not a special form of Suddha-sattva; however, because of 
their association with a primary love that is ‘supportive of another’ (parartha), the 
word love remains applicable. (BRS, 2. 5. 42) 


ratitvat prathamaikaiva sapta hasadayas tatha 
ity astau sthäyino yavad rasävastham na sam$ritah 


Until primary love and the seven forms of secondary love reach the position of a rasa, 
they remain the eight foundational emotions. (BRS, 2. 5. 73) 


In the next seven subsections, the secondary bhakti-rasas will be discussed, along 
with their specific components and modes of appearance. For example, Sri Krsna is 
admitted as the visayalambana of all the secondary rasas except bibhatsa, where the 
cause of disgust can only be the material body, one’s fate, and similar items. When a 
secondary rati predominates over the primary rati (which becomes parartha), it is 
called a gauna-rati. All seven secondary ratis should be understood in this manner. 
For some time in a particular pastime, in a particular devotee, the secondary ratis 
take on beautiful forms by the influence of the primary rati, and for the time being, 
they can be treated as sthäyi-bhävas. Therefore, these seven secondary forms appear 
in all devotees at various times, and are not fixed in particular persons. Even though 
they arise spontaneously, they disappear when they become covered with contrary 
bhavas arising from the primary rati. The vyabhicäris also disappear after a while, but 
upon disappearing do not leave behind any samskaras, which the secondary ratis do. 
The secondary forms of rati may appear even in the enemies of Krsna, but because 
they lack the primary rati behind the secondary one, those ratis never become 
bhakti-rasas. 


4.2.8. Häsya-bhakti-rasa 


Especially in the case of hasya-bhakti-rasa (devotional humor), it has to be made 
clear that in secondary rasas, we do not always find fixed alambanas like in the 
primary ones. The implication in häsya-rasa is that Sri Krsna is not always Himself 
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T pe nor is the hásya-rasa exhausted merely in fixed personalities fully 

äsya, like jesters. Sri Krsna is the visayalambana of hasya-rasa in the 
sense of being the visaya of the parärtha-rati. Jiva Gosvami comments that there is 
no direct visaya of hasya-rasa, because hasya has the form of simply blossoming in 
the heart. It is compared to the blossoming of a lotus which does not direct its 
blossoming to any particular object. The Lord and His devotees act merely as causes 
for the häsya-rasa to appear. The äsraya are mostly elderly people and children, but 
that is not at all absolute. Often, the cause of laughter is not Krsna Himself, but the 
particular situations involving Him due to the existence of primary ratis in the 
devotees affected by hásya. For example, the words of Yasodä: 


O master of sages! Why did you suddenly hide your laughing behind your beautiful 
clothes, when I only asked you to look at the hand of my dark-complexioned boy, and 
to please tell me whether he will have a long life and be the lord of millions of cows? 


(BRS, 4. 1. 11) 


The general uddipanas of hdsya-rasa are humorous words, dress and behavior, 
either of Krsna or His devotees. The anubhävas are the quivering of the nose, lips 
and cheeks. The main vyabhicari-bhávas are harsa, älasya and avahittha. According 
to a traditional division, laughing is understood in six consequent varieties, smita 
(slight smiling), hasita (open smiling), vihasita (audible laughing), avahasita (intense 
laughter), apahasita (uncontrollable laughter) and atihasita (extreme laughter)”. 
An illustration of slight smiling (smita): 


“O my strong brother! Because I stole some yogurt, the wicked old lady is chasing Me to 
tie Me up. Where should I hide? Please protect Me quickly!’ Saying these words to His 
elder brother in a choked voice, Krsna fled in fear. Seeing this, the faces of the sages in 
the sky blossomed in smiles. (BRS, 4. 1. 17) 


An example of audible laughing (vihasita): 


‘My friends! Do not be afraid! Come, let us enter this house and steal the thick yogurt. 
Lassure you, Jatila is deeply asleep, snoring loudly.’ When Krsna said this, the old lady, 
who was only pretending to sleep, laughed loudly, showing her worn teeth. (BRS, 4. 1. 
21) 


Sometimes the person instigating the hasya may not even be present, but that does 
not seem to diminish the ability of the aesthetic ingredients to produce a full hasya- 
rasa. As in the following jest, which retains its comic nature even when it is 
repeated in another assembly, making fun of Kutilä behind her back: 


AAA E 

210 In the traditional theory, the loud and raucous varieties of laughing are only possible in children 
and persons of lower rank, but in the special environment of Krsna-lila, due to the effects of the 
devotional aesthetic elements, they may also appear in respectable personalities. 
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Simbi-lambi-kucasi dardura-vadhü-vispardhi nasakrtis 
tvar jiryad-duli-drstir ostha-tulitangara mrdangodari 
ka tvattah kutile parasti jatila-putri ksitau sundari 
punyena vraja-subhruvam tava dhrtim hartum na vamst ksama 


O Kutila, daughter of Jatila! Your breasts are like string beans. Your nose is more 
beautiful than the nose of a female frog. Your eyes are like old turtles. Your lips are 
like burning cinders of fire. Your stomach is like a big drum. Where in this world is 
there a beauty more attractive than you? By the strength of your piety, only you, 
among all the ladies in Vraja, have withstood the attraction of the flute. (BRS, 4. 1. 29) 


4.2.9. Adbhuta-bhakti-rasa 


The visayalambana of adbhuta-rasa (devotional wonder) is Sri Krsna, and the 
äsraya are His devotees. They become overwhelmed in contact with His superhuman 
actions, forms and qualities, which all act as the uddipanas of this rasa. The 
uddipanas can be direct or inferred. The direct experience of wonder is further 
divided according to its source, into visual, audible and vocal varieties", An 
example of a direct visual preception of the extraordinary acts of Krsna is given 
below: 

kva stanya-gandhi-vadanendur asau Sisus te 
govardhanah sikhara-ruddha-ghanah kva cayam 

bhoh pasya savya-kara-kandukitacalendrah 

khelann iva sphurati hanta kim indra-jalam 


O Yasodä! Where is your little son with the moonlike face still smelling of milk! And 
where is the Govardhana mountain, whose summits pierce the clouds! But alas, see 
how the boy holds the king of mountains atop His left hand, as if He were playing with 
a ball! Amazing! Is this some magic trick? (BRS, 4. 2. 8) 


In adbhuta-rasa, opening the eyes wide is the common anubhava. Many sättvika- 
bhávas are also appropriate in its context, for example, stupefaction, tears and 
horripilation. The prominent vyabhicaris are avega, harsa and jadyam. 

As a conclusion to this lahari, Ripa Gosvami comments that, as far as wonder goes, 
it is seen to be dependent on the relationship between its visaya and äsraya. For 
example, when an unloved person performs extraordinary acts, that is not very 
astonishing, but when a loved person performs actions even a little uncommon, they 
immediately produce astonishment. Of course, the Lord is the most beloved object of 


—_— ui 


211 Of these three, the first two are clear, by seeing or by hearing about the wondrous acts. The third, 
vocal, refers to becoming affected with wonder again in the midst of recounting a previous experience 
of wonder. 
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the devotees, and His deeds are beyond all possible wonders. The devotees, all prone 
to admiring the Lord, are backed up by their primary rati in relation to Him, and 
therefore able to appreciate His extraordinary deeds. These factors facilitate the 
appearance of deep states of amazement in the äsrayas of this rasa. 


4. 2. 10. Vira-bhakti-rasa 


When the secondary utsäha-rati (energetic enthusiasm) is augmented with the 
other favorable components like the vibhävas, it attains the relishable state of vira- 
bhakti-rasa (devotional heroism). Its älambana are the devotees inspired with 
heroism of four different kinds, yuddha-viras, däna-viras, dayá-viras and dharma- 
viras. Utsaha-rati can affect any devotee, but they respond differently according to 
their own natures. 

The yuddha-viras please Krsna with their eagerness for mock fighting, assuming 
the role of combatants, fighting against Him or against His close friends. Sometimes, 
even friends may stage a wrestling match, as described in the Hari-varnsa: 


tatha gandiva-dhanvanam vikridan madhusúdana 
jigaya bharata-Srestham kuntyah pramukhato vibhuh 


The almighty Madhusúdana, fighting with Arjuna, the best of the Bharatas and the 
wielder of the Gandiva bow, defeated him in front of mother Kunti. (Quoted in BRS, 
4.3.10) 


The particular uddipanas of yuddha-vira-rasa are boasting, challenging the 
opponents to fight, rivalry, showing strength, taking up weapons and being aroused 
by the words of the opposing party. If these uddipanas are acted out merely for one's 
own awareness, and do not rouse anyone else into yuddha-vira-rasa, then they are 
only anubhävas. Additional anubhävas are pride, roaring like a lion, trotting about 
prepared for battle, enthusiasm to fight even without assistance, the determination 
to not flee from the field of battle, and consoling the fearful with one’s courage. 


When proud Krsna, the moon of the ocean of Nanda, tightened His belt with great 
show, eager to wrestle, Sudama, roaring like a lion, danced around with his hairs 
standing on end, and his eagerness for fighting increased. Glories to his constant self- 
confidence! (BRS, 4. 3. 16) 


Yuddhotsaha-rati refers to a deep desire to win, instigated either by one’s own 
strength or aroused by others, and it is the sthayi-bhava in yuddha-vira-rasa. It is 
usually exemplified in the cowherd boys close to Krsna. When their parents forbid 
them to fight with the Lord, their fighting instinct may be subdued, but surfaces 
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again away from home in the company of other cowherd boys. Some of them, 
however, do not need any external encouragement. 


Sukakaram preksya me bahu-dandam ma tvam bhaisth ksudra re bhadrasena 
helärambhenadya nirjitya ramam  Sridamaham krsnam evahvayeya 


O poor Bhadrasena! I am Sridama. Do not be afraid on seeing my arm thick like an 
elephant’s trunk! Today, I will defeat Balarama in a mock battle, and then I will 
challenge Krsna Himself! (BRS, 4. 3. 20) 


Ripa Gosvami specifies that vira-bhakti-rasa is only possible between the Lord and 
His friends, and not His enemies. When the actual inauspicious enemies are 
encountered, these friends of Krsna and Krsna Himself react by showing anger, and 
their mood changes to raudra-rasa. This difference between vira-rasa and raudra- 
rasa is discernible also from the differring anubhävas: the redness of the eyes appears 
only in raudra-rasa, never in vira. 

The second variety, däna-vira-rasa, has danotsaha-rati as its sthayi-bhava. The 
däna-viras can be of two kinds, either they are generous givers, or are so renounced 
that they desist from accepting what is offered to them by the Lord. The givers may 
be inspired to donate on the auspicious occasions, or at any time, either out of love 
or as part of the worship. Classical examples are Nanda Maharaja giving charity at 
the time of the jäta-karma of his son, or Bali Maharaja in his encounter with 
Vamanadeva, as described in the Bhagavata and other Puranas. An example of not 
wanting to accept anything from the Lord is Dhruva Maharaja. 


sthanabhilast tapasi sthito ‘hath tvam praptavan deva-munindra-guhyam 
kácam vicinvan api divya-ratnam svamin krtärtho ‘smi varam na yace 


O Lord! I desired the king's throne and was performing austerities, but I attained You, 
who are hidden from even the chief devatas and sages. | was searching for a piece of 
glass, but came across an amazing jewel. Having attained You, I feel fulfilled, and do 


not desire any benedictions. (Hari-bhakti-sudhodaya, 7. 28, quoted in BRS, 4. 3. 44) 


The daya-vira-rasa is observed in devotees who have a deep sense of compassion 
towards the Lord, and, to pacify His suffering, wish to offer anything they have to 
Him. In cases of such a rasa, the Lord pretends to be sorrowful and is usually 
disguised, so that the mood of the giver does not change into vatsalya. If they know 
Him as the Lord, then the attitude of giving to Him is the ordinary dana-vira. 

The last variety, the dharma-vira-rasa is experienced by steady devotees who are 
grounded in their conviction to always follow the rules of dharma in a way pleasing 
to Sri Krsna. The uddipanas for such devotees are hearing the authorized scriptures, 
and the anubhavas are proper conduct, adherence to regulations, tolerance and self- 
control. The standard example of this category is Maharaja Yudhisthira. 
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As the last comment, Rúpa Gosvámi adds that other poetic theorists like Bopadeva 
have included the dayd-vira variety in däna-vira. Others like Dhanika (commentator 
of the Dasarupaka) postulate only the dana, daya and yuddha varieties, and deny 


dharma-vira. This wraps up the delineation of the vira-rasa in the third lahari of the 
uttara-vibhaga. 


4. 2. 11. Karuna-bhakti-rasa 


The fourth lahari discusses karuna-bhakti-rasa (devotional compassion), which 
apears when the soka-rati (sorrow) is intensified by proper accessories in the mind of 
a devotee, Although Sri Krsna is eternally blissful, by the special circumstances 
within the world of prema, He may seem to fall into an unfortunate situation. In 
such a state, He is the alambana of karuna-rasa. Such a rasa is impossible for the 
santa-bhaktas because they never lose sight of the Lord's omnipotence. Other 
possible alambanas of this rasa are Krsna's dear ones, or, in the situation of a 
devotee, his own relatives or friends who do not have the fortune to relish the 
mellow of bhakti. 

The uddipanas, as elsewhere, are Krsna’s actions, qualities and forms, but in special 
circumstances which are adequate for the development of compassion. The typical 
anubhävas are drying of the mouth, moaning, slackening of the body, sighing, 
shouting, falling on the ground, beating the ground and other items, or the chest. All 
eight sáttvikas are appropriate, as well as vyabhicaris like jadyam, nirveda, glani, 
dainyam, visáda and so on. Rüpa Gosvami quotes an appropriate example from the 
Bhagavata Purana (10. 16. 10): 


tam naga-bhoga-parivitam adrsta-cestam alokya tat-priya-sakhah pasupa bhrsartah 
krsne ‘rpitatma-suhrd-artha-kalatra-kama duhkhanusoka-bhayam üdha-dhiyo nipetuh 


When the members of the cowherd community, who had accepted Krsna as their 
dearmost friend, saw Him enveloped in the coils of the Kaliya snake, motionless, they 
were greatly disturbed. They had offered Krsna everything — their very selves, their 
families, their wealth, wives and all pleasure. At the sight of the Lord in the clutches 
of the snake, their intelligence became deranged by grief, lamentation and fear, and 
thus they fell to the ground. (Quoted in BRS, 4. 4. 8) 


Ripa Gosvämi comments that while it is possible for hásya and other secondary 
emotions to appear without the primary rati, it is not so in the case of Soka. The 
special distinction of Soka is that it always depends on the amount of primary rati 
existing in the devotee. If the primary rati is greater, the Soka will be greater as well. 
In karuna-bhakti-rasa, there is also a characteristic lack of awareness of Krsna’s 
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powers. It is not brought about by the power of avidya, but by the special heightened 
appearances of prema which facilitate the tasting of the karuna-rasa. Even when the 
sorrow attains excessive proportions, it still produces a very unusual and 
inconceivable kind of happiness. Jiva Gosvami explains that this is so because the 
cause of the appearance of this sorrow is absorption in the sweetness of a 
relationship with Krsna, and, because every devotee is connected with the blissful 
Lord, he is ultimately blissful himself as well. He is confident either through his 
particular kind of prema, or by assumption, that ultimately there will be happiness, 
and so this lamentation produces a tendency towards happiness. But it is difficult to 
understand or describe it because the underlying happiness is covered by the 
incidental experience of suffering. 


4. 2. 12. Raudra-bhakti-rasa 


The fifth lahari describes the appearance of raudra-bhakti-rasa (devotionally 
inspired anger), when the sthayi-bhava of krodha-rati is accompanied with the other 
elements of devotional relish. Three possible visayas of krodha-rati exist, Sri Krsna 
Himself, friendly persons and unfriendly persons. The asrayas are all kinds of 
devotees, for example the sakhis or the old ladies of Vrndavana. The sakhis react to 
Sti Krsna’s mistreatment of their leading gopi, while the old ladies are angry when 
they see Him in close association with the young girls. 


are yuvati-taskara prakatam eva vadhvah patas 
tavorasi niriksyate bata na neti kim jalpasi 

aho vraja-nivasinah $rnuta kim na vikrosanam 

vrajesvara-sutena me suta-grhe “gnir utthapitah 


Govardhana's mother, the mother-in-law of Candrävali, says: ‘Hey You thief of young 
ladies! I clearly see the scarf of my daughter-in-law on Your chest! How dare You deny 
it? © people of Vraja! Why don’t you hear my shouting? The prince of Vraja has set 
fire to the house of my son!’ (BRS, 4. 5. 6) 


Rüpa Gosvämi explains that all the inhabitants of Vraja are full of auspicious 
prema towards Sri Krsna, and even the anger of this lady is actually energized by her 
essential affection for Him. The acts of Krsna make her angry and she shouts, but 
noone cares to listen to her complaints because all of them possess deep love for 
Krsna and cannot relate to His apparent faults. The lady shouts just so that she 
facilitates the enjoyment of a variety of rasas for Krsna and His close associates. 

When anger is directed towards a friendly person, three patterns of behavior are 
possible causes. That friendly person may either be inattentive in Krsna's service, Or 


122 














rashly imagines Him strong and leaves Him unprotected. Rohini may chastise 
Yasodä for her fainting, and thus leaving the child on His own. Yasodä, in turn, may 
become angry at the cowherd boys who send Krsna into danger, confident of His 
strength. The third possible character which instigates anger in friends is a proud 
lady in a sulking mood, affected by jealousy. The sakhis become upset with their 
leading gopis when the relationship with Krsna is broken due to their stubbornness. 


durmäna-mantha-mathite kathayami kim te 
düram prayahi savidhe tava jajjvalimi 
ha dhik priyena cikurañcita-piñcha-kotya 
nirmafchitägra-caranäpy arundnanäsi 


One of the sakhis says, ‘Radha, what should I say? You were agitated by the churning 
rod of indignation. Go far away from me! I am burning just by being near You. Even 
though the peacock feather decorating Krsna’s hair was fanning the tips of Your toes 
when He bowed down to You, Your face remained reddish due to anger, like the dawn. 


(BRS, 4. 5. 14) 


Anger may be directed to unfriendly persons, who are either inimical to His 
devotees or to Krsna Himself. Those who are inimical to His devotees, like Akrúra, 
put obstacles to Krsna's pastimes with them. Those inimical to Krsna Himself are His 
direct enemies. 

In all kinds of raudra-bhakti-rasa, the uddipanas for becoming angry are sarcastic 
laughs, deceptive speaking, frowns and disrespect, manifested either by Krsna, by 
friendly persons, or by those inimical. The anubhavas specific to raudra are wringing 
the hands, grinding the teeth, reddish eyes, biting the lips, contracting the brows, 
beating others, silence, hanging the head down, sighing, cursing, quivering of the 
lower lip and so on. All the sättvika-bhavas such as stupefaction manifest. Typical 
vyabhicaris would be ävega, jadata, garva, nirveda, moha, asúya, augrya and $rama. 
Anger is further divided into three kinds, kopa (directed at enemies), manyu 
(directed ‘at friends) and rosa (the anger of the ladies towards Krsna). This rosa 
becomes a vyabhicari-bhava in madhura-rasa. 

The anger inherent in characters like Sisupala, however, being devoid of the 
primary positive rati, cannot become bhakti-rasa. 


4. 2. 13. Bhayanaka-bhakti-rasa 


When bhaya-rati is augmented with the appropriate vibhävas and so on, it 
transforms into a rasa called bhayanaka-bhakti-rasa (devotional fear). The discussion 
of its visayalambana is a complicated matter. Rúpa Gosvami explains that broadly, 
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two circumstances exist. In the first, the sinners or devotees of Krsna act improperly 
and fear punishment from Him, or, in the second, the enemies of Krsna try to harm 
Krsna and cause fear in the devotees. Ripa Gosvami writes that in the first case, 
Krsna is the visaya, while in the second, the enemies are the visaya. Jiva Gosvami 
goes further and argues that the visaya of a secondary rasa is defined as the repose of 
the primary rati, and not the external cause of the secondary rati, in this case fear. 
He therefore proposes that in the first case delineated above, the devotee is both the 
visaya and the äsraya of fear, and Krsna is the ultimate cause of fear. In the case of 
enemies, Krsna is the visaya (the devotees are afraid for His safety) and the devotees 
are the äsraya, while the enemies are only an external cause of fear. 

An example of fear in a devotee due to improper action is Jambavan, the king of 
bears: 


© king of the rksas! Why has your face become dried up? Calm down the wild 
palpitations of your heart. Just become natural, and stop thinking about it. By 
expressing your prowess mixed with raging anger you have done Me a great service, 


since I was eager for a fight. (BRS, 4. 6. 4) 


The uddipanas in bhayänaka-rasa are frowns and other threats in the objects of 
fear. The anubhavas are drying of the face, heavy breathing, looking backwards, 
hiding oneself, becoming usteady, looking for shelter and shouting. Among the 
vyabhicäri-bhävas, trasa, mrti, capalyam, ävega, visada, moha, apasmära and Sanka are 
most frequent. 

ha kim karomi taralam bhavanantarale 
gopendra gopaya balad uparudhya balam 
ksma-mandalena saha cancalayan mano me 
$rngani langhayati pasya turanga-daityah 


Yasodä said, ‘Alas, what shall I do! O king of the gopas, please protect this restless 
child by forcefully keeping Him within the palace. The demon Kesi is agitating my 
mind as well as the whole earth. See! He is jumping over the trees!’ (BRS, 4. 6. 6) 


Bhaya-rati can only appear in the devotees. They become afraid because of their 
own offenses, or because of seeing, hearing about or remembering the fearful persons 
(their form, nature or powers). Again, the evil kings like Kamsa who are 
permanently overpowered by fear of Krsna, cannot become äsrayas of the 
bhayanaka-bhakti-rasa due to their inimical foundational attitude. 
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4. 2. 14. Bibhatsa-bhakti-rasa 


When jugupsä-rati is stimulated by proper vibhävas, it grows into bibhatsa-bhakti- 
rasa (devotionally inspired disgust). Needless to say, the object of disgust can never 
be Sri Krsna. Persons prone to experiencing this rasa are the Sänta-bhaktas and the 
asritas (those who have taken shelter of the Lord). Upon relishing the unbounded 
joy in His shelter, they are reminded of their past and experience disgust. Its causes 
may be their previous bad habits, their whole mundane situation, or their bodies. In 
the words of Yamunacarya, 


yad avadhi mama cetah krsna-padäravinde 
nava-nava-rasa-dhámany udyatam rantum asit 

tad avadhi bata näri-sangame smaryamáne 
bhavati mukha-vikarah susthu-nisthivanam ca 


Ever since my heart has become eager to play at the lotus feet of Sri Krsna, who is the 
abode of ever-fresh rasa, when 1 think of association of women, my mouth curls up in 


disgust and I spit. (Quoted in BRS, 2. 5.72) 


The common variety of jugupsá is aroused by foul smelling items and so on, while 
the second variety is called viveka-ja, born of discrimination. Because the devotees 
are by nature very pure, every little bit of unwanted things, internal or external, 
disturbs them greatly. In this way, their general rati acts to enhance their proneness 
to jugupsa. 


asrn-müträkirne ghana-Samala-pañka-vyatikare 

vasann esa klinno jada-tanur aham matur udare 
labhe cetah-ksobham tava bhajana-karmaksamataya 

tad asmin kamsäre kuru mayi krpa-sagara krpam 


O enemy of Kamsa! Trapped in this immovable body, lying wet within the womb of 
the mother, covered with thick feces and filled with blood and urine, I am greatly 
depressed. O Ocean of mercy, be merciful to me, who am unable to worship You. (BRS, 
4. 1. 10) 


As a last comment, Ripa Gosvami admits that the seven secondary ratis have been 
accepted as such only in accordance with the opinion of ancient scholars such as 
Bharata Muni. The primary rasas are the actual bhakti-rasas, based on firm 
emotional relationships with Hari, and the secondary seven only act as vyabhicaris 
within these primary rasas. 
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> Chapter Five oS 


Alaukika — What Does It Mean? 











5. I. Abhinavagupta's Aesthetic Theory 


Scholars studying the devotional aesthetic theory of Srila Rüpa Gosvàmi have 
tried to analyze the possible influences of previous aesthetic and poetic theorists on 
his articulation of the experience of bhakti-rasa. Usually, two distinct schools are 
postulated, one is the 'northern school' that arose mainly among Kashmirian 
theorists and has crystallized in its final form around the figure of Abhinavagupta”. 
The second is sometimes called ‘the southern school"? which differs from the 
northern school in its ways of apprehending the aesthetic experience. The broad 
difference lies in how they understand the connection between rasa and bhava. The 
northern school has come to consider rasa as something essentially different and 
more sophisticated than mere bhava, while the southern school seems to remain 
somewhat faithful to the simplicity of Bharata's statements, to the effect that rasa is 
more or less simply an intensification and a mature stage of bhava. The northern 
school — due to having raised rasa to an artificial position of depersonalized 
enjoyment possible only inside the theatre — is forced to admit that rasa can only 
reside in the minds of the audience. The southern school, however, faces no such 
restrainment and is ready to agree that rasa can appear in any person on the 
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condition of his previous samskaras**. 


Some have called the two schools the ‘yogi’ and the ‘bhogi’ schools respectively”. 
The division is perhaps too sharp and does not take into account the many obvious 
overlappings. The northern school surely was shaped by the strong opinions of 
Anandavardhana and Abhinavagupta, but the southern school is not so easily 
definable. It is true, generally, that a few southern poetic theorists differed from the 
focus of the northern school, the śānta-rasa, and have favored $rngara-rasa instead, 
but there is no overall agreement among them about the many details of the 
aesthetic theory. For example, while king Bhoja accepts $anta-rasa, Simha Bhüpala, 
another southern king and a scholarly writer, criticizes Bhoja for his acceptance of 
śānta-rasa in his theory. 





212 The theorists of this school are Anandavardhana, Bhatta Nayaka, Abhinavagupta, Visvanatha 
Kaviraja, Dhanañjaya, Mammata, Panditaraja Jagannatha and so on. 

213 The theorists of the southern school would include Dandi, Bhatta Lollata, Bhoja, Saradatanaya, 
Bhanudatta, Simha Bhüpäla, and perhaps others. Of those, Bhatta Lollata is probably a Kashmirian. 
214 Such a stance is much more appealing to Ripa Gosvami, who builds his bhakti-rasa theory for the 
use of responsive devotionally surcharged practitioners of bhakti-yoga who experience the deepening 
of their own emotion upon coming in mere contact with devotional aesthetic ingredients, not limited 
to the sphere of the theatre. 

215 D. L. Haberman (Tr.), The Bhakti-rasamrta-sindhu of Rupa Gosvami (Delhi, 2003), p. xlvii. 
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In certain aspects of his theory of bhakti-rasa, Rúpa Gosvámi may seem to be 
leaning towards the southern understanding", as opposed to the northern one. 


Below is a short comparison of the views of Abhinavagupta and Bhoja, the main 
protagonists of the two schools. 


The rasa experience for Abhinavagupta might be characterized as a special 
contemplation of an impersonal emotion. The experience involves a temporary loss of 
individual identity and a generalized experience of an emotion raised to consciousness 
by the drama. The rasa experience for Bhoja is an intensely personal and emotional 
experience in which self-identity is heightened as one identifies with the very personal 
situation of the actor. For Abhinava, rasa involves the absence of personal emotion, 
whereas for Bhoja it involves the intensification of emotion. Abhinava holds that it is 
a generalized experience of no particular person, while Bhoja maintains that it is the 
result of an identification with a particular person. For Abhinava detachment and 
distancing are the foundations of the rasa experience; for Bhoja attachment and 
identification are the foundation of the rasa experience. Abhinava insists that rasa is 
only possible for members of the audience; Bhoja argues that although it is primarily 
the experience of the original characters it can be experienced by anyone who has the 
proper vdsand and can identify with the original characters. (...) Rasa for Abhinava is 
manifested in a manner that marks it off radically from the sthayi-bhava, whereas for 
Bhoja rasa is the transformation of the sthayi-bhava wherein the latter becomes 
intensified and culminates in a state of maturity. The preeminant rasa for Abhinava is 
santa, an experience of utter tranquility wherein one has transcended ordinary 
emotional experience, whereas the preeminent rasa for Bhoja is $rngara, the very 
pinnacle of intense emotional experience. 


Nevertheless, to say that Ripa Gosvámi was not at all influenced by the ‘yogi 
school’ and was influenced only by the ‘bhogi school’ is not exactly true, since, as we 
shall see, he did approve of the principle of sadharani-karana of the ‘yogi school’, 
and, the madhura-rasa in his theory is not fully comparable to the mundane $rngara- 
rasa favored by the ‘bhogi school’. His own classification of spiritual emotions 
transcends both bhoga and yoga, it is far above all the mundane rasas, and above 
éünta-rasa as well. Rüpa Gosvami's goal is spiritual, but not in the common 
negativistic sense of the word; he introduces the spiritual variety of relationships 
with the Lord which really begin after liberation from sarhsara. That is why 


¡___———K—K—— 


216 Some scholars see the reason for this in the fact that Rúpa Gosvami’s ancestors were from the 
south, or the fact that the sourhern understanding was quite widespread in Bengal where Rupa 
Gosvami was educated. He, however, shows a high degree of familiarity with many previous theorists, 
openly criticizes Vigvanatha Kaviräja, often speaks in favor of Bharata, acknowledges sädharani- 
karana of the northern school, knows of the details of classifications by even minor theorists and lists 
them at the end of chapters in the Bhakti-rasamrta-sindhu, discusses their opinions in the Nataka- 
candrika and so on. 

217 Haberman 2003, Introduction, p. xlvii. 
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ultimately all mundane theories of aesthetic experience, whether they favor Santa or 
$rigara, fall short in trying to account for the expressions of religious devotion. 

Some parts of both the southern and the northern way of understanding the rasas 
have been picked up and used by Ripa Gosvämi in his own work. This chapter 
discusses the writings of the Kashmirian philosopher Abhinavagupta, and the 
relation of his work to the theory of bhakti-rasa. The difference can most easily be 
summed up in relation to how the two authors use the word ‘alaukika’. 
Abhinavagupta treats artistic, aesthetic relish of drama by the connoisseurs as 
removed from the ego-covered consciousness of everyday life, and therefore 
compares such depersonalized empathy to the ecstatic spiritual experience of 
brahmäsväda, calling it alaukika or ‘above the ordinary ways of the world’. 

Ripa Gosvami, however, although acknowledging the helpful effect of 
depersonalization in one’s empathy for the feelings of others, is eager to help his 
audience transcend the limits of mundane life and mundane drama as well, opening 
for them the windows to the spiritual reality far more engaging and joyful than any 
ordinary worldly, even artistic experience, even much more wholesome than mere 
tasting of brahmasvada. 

Similar to the monopoly of advaita-vedänta in the philosophical circles, which 
flourishes at the expense of many valid Vaisnava interpretations of vedantic thought, 
the field of Indian aesthetics has come to be dominated with the understanding of 
rasa as propounded by Abhinavagupta. Here also, we need to consider the positive 
alternatives to his explanations, and Ripa Gosvami has surely produced one of the 
most articulate and compelling works in religious aesthetics which convincingly 
argues about the superiority of spiritual emotions to mere brahmasvada. 


‘All glory to Him whose form is the essence of all divine emotions!” So begins the 
Bhakti-rasamrta-sindhu of Ripa Gosvami. There is a common saying that emotions are 
the spice of life. Yet much of the religious literature of the world is deeply dubious of 
the value of emotions, suspicious of whether emotions are to be trusted in ultimate 
spiritual pursuits. This is certainly true of many of the ascetic teachings of India, 
wherein emotions are to be renounced as problematic forms of conditioned ignorance 
chat lock one into personal and therefore illusory experience. Emotional agitation is 
considered to be an enemy threatening the achievement of the ultimate religious goal, 
defined as utter tranquility. With this in mind, past scholars have often characterized 
the whole of the religious traditions of Hindu India as involving disciplined spiritual 
paths that aim to suppress the emotions. This view is limited, however, for besides the 
emotion-negating philosophies we find in India traditions that, while agreeing that 
emotions are problematic if left in their ordinary state, go on to maintain that under 
the right conditions they have the ability to be supremely useful in spiritual life. 
Within the Bhakti-rasamrta-sindhu of Ripa Gosvami we encounter a religious strategy 
entirely different from that of ascetic denial. Here emotions are recognized as 


129 














extremely valuable; they potentially comprise the glue that binds one in a loving 
relationship to God.” 


Let us study the works of the masterminds of the northern school then, to be able 
to relate their conclusions to the frame of Ripa Gosvami’s thought. 


5. 1. 1. The Works of Abhinavagupta 


Abhinavagupta was a prolific scholar of Kashmir Saivism, and his life is usually 
calculated from the dates stated in his works. He probably lived in the second half of 
the tenth century A.D. in Kashmir’. He combined his prodigious talent for 
learning with the religious asceticism of the Saiva school, and was soon recognized as 
the head of the Saiva sects flourishing in his time. Most of his works focus on the 
philosophy of monistic Saivism that has developed into many distinct schools in 
Kashmir, he himself favoring the Pratyabhijña school. There is a close connection to 
advaitic teachings and to symbolic tantrism within his works, and this was probably 
the reason that has led him into the advaitically inspired explanations of the 
aesthetic experience. Usually his works are divided into three different periods of his 
interest, first being his interest in the Saiva-dgamas, second in poetic and aesthetic 
theory, and the last an abstract philosophical phase where his main works are the 
commentary on the Bhagavad-gita and the two famous works on Saivism, the Isvara- 
pratyabhijña-vivrti-vimarsini, and the Isvara-pratyabhijfia-vimarsini. We are, however, 
only concerned with his works on poetic and aesthetic theory, more precisely with 
his commentary on the Nätya-sästra, and a commentary on the Dhvanyaloka of 
Anandavardhana. 

His commentary to the Nätya-sästra, called Natyaveda-vivrti, or popularly, the 
Abhinava-bharati, mentions many of the older commentators of the Nätya-sästra. 
Right after the famous rasa-sútra (NS, 6. 34), Abhinavagupta offers an overview of 
the previous speculations on rasa, partly refutes them and then develops his own. 
For the sake of easier comprehension of the many theoretical details of the rasa- 
siddhanta, let us first become acquainted with Abhinavagupta's position in a 
nutshell. Afterwards, we can move through the successive arguments of his 
predecessors, his refutations of their views, and a detailed statement of his position. 
Masson and Patwardhan summarize his stances in this way: 


Reduced to its bare essential the theory is as follows: watching a play or reading a poem 
for the sensitive reader (sahrdaya) entails a loss of the sense of present time and space. 





218 Haberman 2003, Introduction, p. xxix. 
219 A detailed study of his life and works is available in K. C. Pandey, Abhinavagupta — An Historical 
and Philosophical Study (Varanasi, 2000). 
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All worldly considerations for the time being cease. Since we are not indifferent (tata- 
stha) to what is taking place, our involvement must be of a purer variety than we 
normally experience. We are not directly and personally involved, so the usual medley 
of desires and anxieties dissolve. Our hearts respond sympathetically (hrdaya-samväda) 
but not selfishly. Finally the response becomes total, all-engrossing, and we identify 
with the situation depicted (tan-mayi-bhavana). The ego is transcended, and for the 
duration of the aesthetic experience, the normal waking ‘I’ is suspended. Once this 
actually happens, we suddenly find that our responses are not like anything we have 
hitherto experienced, for now that all normal emotions are gone, now that the hard 
knot of ‘self-ness’ has been untied, we find ourselves in an unprecedented state of 
mental and emotional calm. The purity of our emotion and the intensity of it take us 
to a higher level of pleasure than we could know before — we experience sheer 
undifferentiated bliss (änandaika-ghana). (...) Inadvertenly, we have arrived at the 
same ioner terrain as that occupied by the mystic, though our aim was very different 
from his.“ 


This is the sum of Abhinavagupta's explanation of the ecstatic experience. We 
should keep in mind, however, that he merely compares the two, the aesthetic 
experience and the yogic trance, and does not fully equate them in his theory. Such 
a proposition would be stretching the analogy a bit too far. We will discuss the 
comparison with the brahmasväda later, let us first move historically through his 
argument, as found in the Abhinava-bharati, and summarized in the Kavya- 
prakasa??. 

First, Abhinavagupta states the opinion of Bhatta Lollata (9% or 10% century, 
Kashmir) whose commentary is now lost. His theory is that rasa is simply a sthayi- 
bhava raised to its highest degree by the combined effect of the vibhavas, anubhavas 
and vyabhicari-bhavas. Rasa is as if ‘born’ out of this combination, his theory is thus 
called the utpatti-vada, the theory of the production of rasa. 

Abhinavagupta then takes us further: the view of Bhatta Lollata was criticized by 
his contemporary Sankuka (10^ century), another Kashmirian commentator. 
Sankuka’s theory is called the anumiti-vada, or the theory of inference. Rasa is 
inferred from the theatrical performance; the public is neither deluded that what 
they see is not real, nor do they fully believe it is real; the power of poetry and 
dramatic representation causes them to be able to infer and enjoy the emotional 
states of the actors who reproduce the original mental states of the dramatic 
characters. 

Because the actors reproduce the original emotions, the rasa becomes distinguished 
from bhava in his theory, and begins to be treated as a separate, special occurence. 
Sankuka argues against Bhatta Lollata's position of considering rasa a mere 
aos tg ee REM ER 


22 Masson and Patwardhan, pp. vii-viii. 

221 Mammata quotes a summary of Abhinavagupta’s views as well as the views of his three famous 
predecessors — Bhatta Lollara, Sankuka and Bhatta Nayaka — in his own treatment of rasa in the 
Kavya-prakasa (KP, 4. 27, 28 vrtti). 
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intensification of bhava, asking why, if it is so, has Bharata put so much pain in 
dividing the two and keeping them separate. If the rasa is merely an intensification, 
then, according to Sankuka, we must admit endless levels of intensification in every 
rasa. It also becomes pointless to keep the number of varieties of hasa limited to six, 
since obviously rasa could intensify even further, and could have more varieties than 
only six. Sankuka sees no ontological difference between rasa and bhava, the 
difference for him lies in how they are apprehended. Only the rasa, with the 
assistance of the vibhävas, anubhävas and other ingredients of the aesthetic 
experience, can be inferred in a theatrical environment, from skilled actors who 
properly reproduce the emotions. The bhava can never be inferred in the same way, 
and this makes the difference between the two. 

While agreeing with some of his points, Abhinavagupta, on the whole, finds the 
explanation of Sankuka insufficient. He launches a detailed study of Sankuka's . 
views. Let us enter for a while the world of their philosophical debates. 


Abhinava asks, How exactly did Sankuka understand rasa as a reproduction — 

1) from the point of view of the spectators, 

2) from the point of view of the actor, 

3) from the point of view of the critics or, 

4) following the opinion of Bharata Muni? 

Abhinavagupta then discusses the weak points of all the four options. 

1) In the first case, reproduction can only be something perceived by cognition 
(pramänenopalabdham), when one action is understood to be the reproduction of 
another (like the drinking of milk by someone being understood by the spectators as 
the reproduction of someone else's drinking of wine). But what precisely in the actor is 
a reproduction of feelings — neither his body, his dress, his glances nor his gestures are 
identical with a reproduction of a feeling, being altogether of a different basis as the 
feeling (bhinnadhikaranatvena tato ativailaksanyat). The basis of feelings is the mind, 
while all the above mentioned phenomena rest in the body. 

Moreover, reproduction demands a perception of both the original and the copy 
(mukhyamukhyavalokane), and yet no one can claim to have ever seen the way Rama 
or any other historical personage reproduced on stage exactly expressed his delight and 
other emotions. 

Some might argue that rasa is simply a feeling of the actor, perceived by the spectators 
to be in the form of rasa. Abhinavagupta argues that it is then only a feeling, bhava, 
and not a reproduction of it — why, after all, would delight need to be understood as a 
reproduction of delight? (hanta tarhi raty-akärenaiva sa pratipanneti düre raty- 
anukaranatáváco-yuktih) 

Someone could say that the vibhavas etc. are real in the represented personage, while 
they are unreal in the actor. Abhinavagupta agrees that far, but then asks, “Are they 
then perceived as unreal by the spectators?’ If they were perceived as artificial, how 
could they lead to the perception of the feeling of delight? If the opposing party argues 
that precisely because they are perceived as being unreal, the spectators' perception is 
of a reproduction of delight, Abhinavagupta again has an argument to refute this 
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direction of thinking. If fog is a reproduction of smoke, and believed to be an 
indication of fire, it has nothing whatsoever to do with a different reproduction of 
fire, for example a heap of red roses. The spectator's perception of artificial excitants 
therefore cannot be a cause of a real perception of delight. 

lt might be argued that even if the actor is not himself enraged, he still seems to be. 
Abhinavagupta concedes, ‘Yes, he is like someone who is enraged (kruddhena sadríah).' 
But this resemblance, sddrsya, is because of his bodily features, like the contraction of 
the eyebrows etc. In that, it is not different from a resemblance between a real ox and 
a member of another ox-like species. No reproduction needs to be involved. And even 
so, the spectators are not even conscious of this resemblance. All they are aware of 
during their perception of the actor's mental state is that they also share this same 
state with him. The theory of reproduction therefore cannot hold. 

In connection with the perception of the spectators as explained by Sankuka, 
Abhinavagupta claims that it is not correct to say that the audience has the perception 
‘This is Rama.’ Why would it not be simple true cognition if it is without a doubt and if 
even after the play it is not nullified by a different cognition which would invalidate 
it? And if it is at some point invalidated, why is it not a false cognition? The fact is, 
though, that even if no invalidating cognition appears, it will always be a false 
cognition, as long as we hold on to the theory that the aesthetic experience is an 
imitation and thus unreal. Sankuka’s contention, therefore, that in this experience, 
there is no contradictory idea and no error (viruddha-buddhy-asambhedat), is untrue. 
Furthermore, the same perception of the audience that ‘This is Rama’ is had about 
many actors, and is therefore generalized. 

There is also a slight fault in the statement that the determinants can be recognized 
through the power of poetry. The actor playing Rama does not connect Sita with his 
own life. What happens on the part of the spectators is not the realization of the 
excitants but rather the realization of the permanent emotion. It is therefore unsound 
to state that rasa is the reproduction of the permanent emotion. 

2) The actor also does not feel, ‘I am reproducing Rama or his feeling.’ It is not possible 
to reproduce the feelings of someone whom we have not seen. And even if we 
understand the word reproduction as after-production (pascat-karanam), that would 
then be true of every action that has ever been done before. 

Even if the actor does not feel that he is reproducing a particular historical personage, 
but feels that he is reproducing the feelings of some noble person (uttama-prakrti), the 
question remains: By what exactly is this reproduction performed? Is sorrow 
reproduced by sorrow in the actor? He is not actually sad. It is also not by external 
signs like tears, for they are of a different nature than sorrow. Is the actor thinking 
that he is reproducing the anubhävas, indications of the sorrow of a noble person? 
Then we must decide just which noble person that is. If someone argues that this does 
not matter, the reply is that it is impossible to call into mind a person without a 
definite idea about him. And if the explanation is that the actor is reproducing a 
person who should have wept in the manner that he does, then his own self 
intervenes, and the relation of the reproduced and the reproducing is lost. The actor 
also reproduces himself when he cries on stage, and it also cannot be said that Rama 
cried like the actor, when it should be just the opposite. 
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The actor also has no consciousness that he is carrying out a reproduction. The only 
three causes of his performance are: 

- his skill in art (Siksavasa) 

- his memory of his own determinants (sva-vibhava-smarana) 

- the consent of his heart, aroused by the state of generality of feelings (citta-vrtti- 
sädhärani-bhavena hrdaya-samvada). 
The actor is conscious only of those, and does not think he is reproducing anyone. 
Reproduction of the actions of Ráma is also different from reproducing the dress and 
actions of a beloved person. 
3 ) Even from the point of critics who analyze the play on the basis of vastu-vrtta, the 
nature of things, it is impossible to explain it by reproduction. If one would think that 
theoretically the play is a reproduction, that is refuted by the fact that the spectators 
in practice do not conceive of it as such. 
4) Bharata Muni also never said, not even indirectly, that rasa is a reproduction of the 
permanent emotion. His descriptions of various dances and songs — which do not 
imitate anything in real life — prove just the opposite. Bharata did say, sapta- 
dvipánukaranam nätyam etad bhavisyati, ‘Drama is an imitation of anything within the 
seven islands’ (NS, 1. 120), and Abhinavagupta argues that anukarana in this case can 
also have other explanations. He prefers to interpret it as anukirtanam, retelling, or 
anuvyavasäya, reperception.” 


It becomes obvious that the laborious theory of Abhinavagupta often had to swim 
against the current of simpler and more natural explanations. However, by lifting 
the artistic aesthetic experience out of the worldly sphere and comparing it to 
ecstatic heights of the contemplators of Brahman, he has made his theory, whether it 
is ultimately close to the truth or not, attractive to the aesthetic theorists coming 
after him. After attacking Sankuka, he continues with the arguments in favor of his 
own theory, now quoting a predecessor called Bhatta Nayaka. 

Bhatta Nayaka was a Kashmiri as well, and probably lived in the first half of the 
10% century”. His work Sahrdaya-darpana is unfortunately not available today, and 
we only know about him from the scarce presentations of his views in the Abhinava- 
bhärati and the Kavya-prakasa. As far as the understanding of the phenomenon of 
rasa goes, he is the author of the bhukti-vada, the theory of enjoyment, arguing that 
rasa can be neither perceived, produced nor manifested, but is, through the function 
of bhavana (revelation), being enjoyed. The main contribution of his theory is the 
concept of generalization, (sadharanya). He is the first in the tradition of aesthetic 
theorists who compares the aesthetic relish to monistic brahmäsvada. Mammata 
supplies us his words: 


AAA. 


22 His arguments are summarized from the Kavya-prakasa — 1 use the English translation by R. C 
Dwivedi, The Poetic Light — Kavya-prakasa of Mammata (Delhi 1977), and the work of Raniero Gnoli, 
The Aesthetic Experience According to Abhinavagupta (Varanasi 1985). 

223 He lived before Anandavardhana, who refutes some of his theories in his Dhvanyaloka. 
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na tata-sthena ndtmagatatvena rasah pratiyate notpadyate nabhivyajyate api tu kavye 
nätye cabhidhato dvitiyena vibhavadi-sadharani-karanatmaná bhavakatva-vyaparena 
bhavyamanah sthäyi sattvodreka-prakäsananda-maya-samvid-visränti-satattvena bhogena 
bhujyata iti bhatta-nayakah. 


Neither by neutrality (i.e. being related to the actor and the real hero) nor by a 
reference to one’s own self (i.e. the sahrdaya) can rasa be perceived, produced or 
manifested. In poetry and drama, the sthayi-bhava, made universal (sadhärani-krta) by 
the function of revelation (bhavakatva-vyapara), different from expression (i.e. 
denotation or indication), and consisting in the impersonalization of the excitants etc. 
is then enjoyed by a process of relish (bhogena bhujyate) which is of the nature of 
repose in consciousness, abounding in enlightenment and bliss due to the 
predominance of sattva (sattvodreka-praküsananda-maya-sarhwid-visranti) ^^. Such is 
the opinion of Bhatta Nayaka.” 


Abhinavagupta, in his Abhinava-bharati, describes the bhukti-vada of Bhatta 
Nayaka in the following way: 


bhatta-näyakas tv aha. raso na pratiyate, notpadyate, nabhivyajyate. 

But Bhatta Nayaka asserts, ‘Rasa is neither perceived, nor produced, nor manifested.’ 
He gives the following arguments why: 

1) If it were perceived by the spectators as indeed existing within themselves, then the 
experience of karuna-rasa would involve actual pain. 

2) From the viewpoint of the spectators, Sita does not play the role of an excitant in 
their lives, nor does the view of Sita on stage bring to memory of the spectators their 
own beloved persons. 

3) Since the deities are superhuman, the state of generality cannot be aroused in the 
spectators at the sight of the deeds of the deities. 

4) The same is true for uncommon enterprises such as the crossing of the sea. 

5) What occurs in the spectators is also not a memory of Rama, since they have never 
seen him. 

6) And even if it be said that Rama is perceived through the medium of sabda or 
anumäna, why would rasa occur in the audience through inference, if it isn’t aroused 
by direct perception? At the direct perception of love, the onlookers are not in the 
state of relishing rasa, but fall prey to conflicting feelings and judgments. 

7) And if we say that rasa is present in the third party, not exactly in the spectators, 
then they themselves would necessarily have to be indifferent. 

Therefore, Bhatta Nayaka concludes, it is not possible to suppose that rasa can be 
perceived, be it a direct experience or a memory. The same arguments apply also in the 
case of believing rasa to be produced. Moreover, if it is considered that rasa preexists 
in a potential form (sakti-rüpatvena) from which it later manifests, then it must be so 





224 We have seen Vigvanatha Kaviraja use these same words to describe the experience of rasa, in his 
Sahitya-darpana, 3. 2. 

225 This is a short version of the view of Bhatra Nayaka supplied by Mammata in his Kavya-prakasa, 
after karika 4. 28, Dwivedi's translation, pp. 68-9. 
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that the excitants reveal it little by little. This is the same problem as the explanation 
of the phenomenon of sphora. Besides, the same arguments put forward before recur: is 
rasa manifested in our own self or only in the third party? 


Therefore, the view of Bhatta Nayaka is as follows: 


tasmat kavye dosabhava-gunalankära-mayatva-laksanena, nätye catur-vidhabhinaya- 
rüpena nivida-nija-moha-sarnkatatä-nivarana-kärinä vibhävadi-sadhärani-karanätmanä- 
abhidhäto dvitiyenämsena bhavakatva-vyaparena bhävyamäno raso ‘nubhava-smrtyadi- 
vilaksanena rajas-tamo ‘nuvedha-vaicitrya-balad druti-vistara-vikdsdtmanda sattvodreka- 
prakasananda-maya-nija-samvid-visranti-laksanena para-brahmasvada-savidhena 
bhogena param bhujyata iti. 


Rasa is revealed (bhavyamäna) by a special power assumed by words in poetry and 
drama, the power of revelation (bhavana) — to be distinguished from the power of 
denotation (abhidha) — consisting of the action of generalizing the excitants etc. This 
power (i. e. the bhavakatva-vyápara) has the faculty of suppressing the thick layer of 
mental stupor (moha) occupying our own consciousness. In poetry it is characterized 
by the absence of blemishes (dosas) and the presence of qualities (gunas) and poetic 
figures (alankaras). In drama it is characterized by the four kinds of representation 
(abhinaya). Rasa, revealed by this power, is then enjoyed through a kind of enjoyment 
(bhogena bhujyate) different from direct experience, memory etc. This enjoyment, by 
virtue of the different forms of contact between sattva, rajah and tamah, is consisting 
of the states of fluidity (druti), enlargement (vistara) and expansion (vikdsa). It is 
characterized by a repose (visranti) in one's own consciousness (sarivit), which due to 
the emergent state of sattva (sattvodrekat) is pervaded by beatitude (ananda) and light 
(prakasa), and is similar to the tasting of the supreme Brahman (para-brahmasvada).””° 


After thus summarizing the theory of Bhatta Nayaka, Abhinavagupta states his 
own view. He accepts the concept of generalization developed by Bhatta Nayaka, but 
criticizes his idea that the aesthetic experience is a fruition or an enjoyment rather 
than knowledge, rejecting also Bhatta Nayaka’s explanation involving the 
bhávakatva-vyápára. Mammata gives the following summary of his view: 


loke pramadadibhih karanadibhih sthayy anumano ‘bhydsa-patavavatam kävye nätye ca 
tair eva karanatvadi-pariharena vibhavanadi-vyaparavattvad alaukika-vibhavadi-$abda- 
vyavahäryair mamaivaite Satror evaite tatasthasyaivaite, na mamaite na $atror evaite na 
tatasthasyaivaite iti sambandhi-visesa-svikara-parihára-niyamanadhyavasayat 
sadharanyena pratitair abhivyaktah samajikanam vasanatmataya sthitah sthayi ratyadiko 
niyata-pramátr-gatatvena sthito ‘pi sadharanyopaya-balat tat-kala-vigalita-parimita- 
pramatrtavasonmisita vedyántara-samparka-S$anyaparimita-bhavena pramatra sakala- 
sahrdaya-samvada-bhaja sadharanyena  svákara ^ ivabhinno ‘pi — gocari-krta$ 
carvyamánataika-prano vibhavadi-jivitavadhih panaka-rasa-nyayena carvyamäna pura 


E M 


226 Gnoli, pp. 10, 43-48. 
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eva parisphuran hrdayam iva pravifan sarvänginam iválingan anyat sarvam iva 
tirodadhat brahma-svádam ivanubhavayan alaukika-camatkara-kari $rigarádiko rasah. 


In common life, the men of taste are possessed of proficiency by repeated observation 
in inferring the sthayi-bhava through women and the like, i.e. through causes etc. In 
poetry and drama the same causes etc. are designated by the words excitants etc., by 
giving up their causality etc., and because of possessing the pervading function 
(vibhavanadi-vyapara). The excitants etc. are cognized in their universal aspect on 
account of non-apprehension of the rule of acceptance or rejection of a particular 
relation (sambandhi-visesa-svikara-parihara) as illustrated in the following: 

"These indeed are mine, these indeed are of the opponent, these indeed are of the 
neutral, these indeed are not mine, these indeed are not of the opponent, these indeed 
are not of the neutral.’ 

Thus apprehended the stháyi-bháva, love etc. is situated in the spectator in the form of 
impression (vasana). Although it exists as belonging to the particular connoisseur 
(niyata-pramätr-gatatvena sthito ‘pi), on account of the power of universalizing process 
(sadhäranyopäya-balät) the rasa, though non-different as one's own self, is yet 
experienced universally by the connoisseur, sharing the correspondence of heart (i. e. 
aesthetic sensibility, sarnvada) with all in whom becomes manifest a state of 
limitlessness free from the contact of any other object of cognition (vedyäntara- 
samparka-sunya-parimita-bhävena) arising from the immediate cessation of the limited 
character of a cognizer (tat-käla-vigalita-parimita-bramätrtävasonmisita). 

Having relish as its supreme essence (carvyamanataika-pránah), having its life coeval 
with excitants etc. (vibhavadi-jivitavadhih), being enjoyed as a delicious beverage 
(panaka-rasa-nyayena carvyamanah), throbbing, as it were, in front, penetrating as if 
into the innermost heart, embracing, as it were, the entire being, overpowering, as if 
everything else, producing an experience akin to the taste of ultimate reality : 
(Brahman) and effecting an extraordinary charm - such is the rasa, $rngära etc." 


In the Abhinava-bhärati, Abhinavagupta explains his views in the following words. 
First of all, he claims that his opinion agrees with Bharata Muni and that he is 
stating nothing new. He quotes Bharata’s words that emotions are called bhavas 
because they make us feel the aims of poetry: kavyarthan bhavayantiti bhavah. And 
the aim of poetry is the experience of rasa. He then refers to Vedic statements and 
explains the concept of bhavana, propulsion, which makes a person transfer the 
meaning of the statement into something applicable to his own self. Something 
similar, Abhinavagupta claims, happens in poetry and drama, where the first literal 
meaning is also transferred to another. In a qualified person, he says, occurs a 
perception transcending the actual words of the poem (kavyatmakad api sabdad 
adhikarino ‘dhikasti pratipattih). . 





21 Dwivedi, pp. 69-73. 





An adhikari is a person whose heart possesses the spotless power of intuition 
(pratibhana). When such a person hears a piece of poetry, after the perception of the 
literal sense, there appears in his mind another perception, made up of a direct 
experience (säksät-kära) which eliminates the temporal and spatial distinctions. The 
adhikari is therefore removed from both the time and place described in the poem and 
the time-place conditions of the actor. 

What the adhikari experiences is solely rasa, and it is a cognition by a form of 
perception without obstacles, entering the heart. In this experience, the self is neither 
immersed (tiraskrta), as in the mystical experience, nor emerging (ullukhita) as during 
ordinary cognition. 

This form of consciousness without obstacles is also called camatkara. The mental state 
is also transferred to the body, and the bodily states are thus also a form of camatkara. 
Camatkara is an immersion in enjoyment which has no satiation or interruption (trpti- 
vyatirekenächinnah). 

Whether one considers rasa to be a mental cognition (mänasädhyavasäya) consisting 
of: a) direct experience, or b) imagination (samkalpa), or c) remembrance, though not 
ordinary, the fact remains that it is a form of perception, characterized by the presence 
of a generalized emotion, which is being tasted or enjoyed. Stated plainly, rasa is 
simply and solely a mental state which is realized through a special kind of perception 
without obstacles and consisting in a relish (sarvatha rasanatmaka-vita-vighna-pratiti- 
grahyo bhava eva rasah). 


Abhinavagupta adds that in some sense the previous theories can be accepted as 
well — the aesthetic experience does consist of a state of intensification, as Bhatta 
Lollata would say, but in the sense that it becomes unlimited by time and space. It is 
also a reproduction, as Sankuka would say, in the sense that it involves a repetition 
of feelings. This concludes Abhinavagupta’s treatment of the rasa experience in the 
commentary to the rasa-sútra of Bharata Muni. 


5. 1. 2. Alaukika — What Does It Mean? 


All being said, we are not interested in the hair-splitting details of such 
interpretations, but will focus on one aspect of Abhinavagupta’s theory. His 
comparison of aesthetic relish with the joy of brahmasvada has a few implications. 
First, Santa-rasa becomes the highest objective and the goal where all distinctions of 
the mundane rasas submerge into a unified kind of bliss, tranquility and the 
experience of the oneness of the atma and the Brahman. 


What is the nature of its true relish? It is the following: The nature of the soul is tinged 
by utsaha, rati, etc., which are capable of imparting their peculiar tinges to it. It is like 
a very white thread that shines through the interstices of sparsely threaded jewels. It 
assumes the forms of all the various feelings like love etc., (which are superimposed on 
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it), because all these feelings are capable of imparting their tinges to it. Even then 
(tathabhavenapi) it shines out (through them), according to the maxim that once this 
ätmä shines (it shines on forever). It is devoid of the entire collection of miseries 
which consist in (i.e. which result from) turning away (from the ätmä). It is identical 
with the consciousness of the realization of the highest bliss. It takes its effect through 
the process of generalization in poetry and drama. It makes such a heart (i.e. the heart 
of the sensitive spectator or reader) the receptacle of an otherworldly bliss by inducing 
a peculiar kind of introspection (antar-mukhavastha-bheda). 4 


For Abhinavagupta then, mundane rasas in worldly life are mere speckles on the 
white cloth of santa, and the only way to approach Santa is not through the actual 
yogic way of religious asceticism, but merely becoming an expert abstract relisher of 
drama and poetry. This is obviously quite a twist in philosophy, and even 
Abhinavagupta occasionally admits that the brahmäsväda and rasäsväda indeed 
cannot be completely analogous. Masson and Patwardhan have found a passage in 
the Abhinava-bhärati (1. 285)? where Abhinavagupta himself admits that the 
enjoyment of rasa is different from the perception of emotions in real life, as well as 
from the ecstatic trance of the perfected yogis. He lists the reasons for that 
difference as: the lack of beauty (in the rasásváda) caused by the appearance of 
distractions such as the desire to acquire (what one sees in the performance), the 
absence of one’s active participation (in the occurrences staged before his eyes), the 
absence of clarity (of the rasas in the abstract performance) and because of 
ultimately being at the mercy of the object of contemplation, which means that 
upon the completion of the play one remains without a stable circumstance 
favorable for the enjoyment of rasa 

In the conclusion of their work, Masson and Patwardhan make a detailed list of 
similarities and differences between rasásvada and brahmäsväda, and it is reproduced 
below. A point to note, however, is that the list is made according to the theory of 
Abhinavagupta, which may not do full justice to the truth. He says that the aesthetic 
experience is alaukika and änandaika-ghana, but of course just his saying it does not 
yet make it as such. The list is nevertheless helpful. 


Looking back over the many passages quoted from Abhinava, what can we pick out as 
the main similarities and the main differences between rasdsvada and brahmasvada? 


SIMILARITIES 


1) There is no pain in drama, for everything is blissful when we attain the state of rasa. 
This is equally crue of any higher ecstatic experience. 
2) During an actual dramatic performance, we forget the self. 


eee 


228 Masson and Patwardhan (1969), pp. 142-43. 
229 In Gnoli, this section is on p. 21. 
230 Masson and Patwardhan (1969), p. 162. 
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3) We have no hope of material gain from art. The same is true on the religious level, 
since to become seriously religious in India gererally means abandoning one's wealth. 
4) Both experiences are alaukika. 

5) Both experiences are anandaika-ghana. 

6) In both cases, the distance between the subject and the object is removed. Thus 
Abhinava stressed that rasa is not objective. 

7) Time and space disappear for the duration of the experience. We are not conscious 
of our surroundings during a drama, or at least we ought not to be, according to 
Abhinava. 

8) During both experiences there is total immersion. In the case of samadhi there is 
vyutthäna, which could correspond (perhaps forcibly, however) to leaving the theatre 
and re-entering ordinary life. We have all certainly experienced the curious feeling of 
being let-down, even of depression, upon leaving a theatre. 

9) In both cases, special preparation is necessary: music and dance in the theatre, and 
perhaps one might include bhajans and other paraphernalia of bhakti in the case of 
religion. 

10) In both cases, what appears is not something that is ‘created’ anew, but something 
that is ‘manifested’, or ‘suggested’. Rasa is not ‘produced’, it is ‘suggested’. So also, the 
identity of the átma and Brahman is only a question of removing ignorance (i.e. 
nothing new is to be acquired). In Vedanta the term abhivyakti is often used for this 
process, just as both Anandavardhana and Abhinavagupta use for the experience of 
rasa. 

11) In Vedanta, avidya is removed by means of $ravana, manana etc. In rasa-nispatti, 
Abhinava emphasizes how the vighnas must be removed before rasa can manifest itself. 
12) In both cases there is the sense of rest (visranti), of having reached the goal (cf. the 
Vedantic expression krta-krtya) beyond which there is nothing to be accomplished. 

13) In the aesthetic experience, Anandavardhana (and Abhinavagupta) make light of 
the ‘means’ that have brought it about, especially of the vdcya sense, which is 
compared to a lamp (Dhv. A. 1. 9) which is useful for illuminating objects but which is 
not the goal of our efforts. Similarly, in Vedanta, Sankara speaks of the updyas as being 
similar to a raft which we leave behind after our destination has been reached. 


DIFFERENCES 


1) The final state in Vedanta is almost always described as ineffable (Gaudapada 3. 47: 
svastham Santam sanirvanam akathyam sukham uttamam), whereas Anandavardhana is 
clear that such an adjective can never be predicated of dhvani. Whether Abhinava 
agreed or not is not evident. 

2) The adhikari in the case of liberation is much more strictly defined that he is for 
literature. After all, children are perfectly capable of watching a drama, though they 
might not take away as much as a qualified adult. Sahrdayatva is a much more worldly 
and concrete qualification than is mumuksa. 

3) The drama is not expected (at least Abhinava never says anything about it) to 
change one’s life radically. To have a profound aesthetic experience is simply satisfying 
and does not imply that one will be in any sense profoundly altered. One cannot say 
the same for mystic experiences. Quite apart from the concept of sadyo-mukti, any 
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deep religious experience is very likely to make a manifest, sometimes drastic, change 
in a person’s outward life. 


4) It is significant that most writers (Abhinava is an exception), do not use the term 
dnanda to describe the purpose of poetry as often as they use the less ethereal term 
priti and even more often vinoda, ‘entertainment’. 

5) With the exception of Abhinava (who has highly ‘spiritual’ ideas about love) most 
writers regard the highest expression of drama to be mundane Srigdra, without any 
philosophical implications.” 


Masson and Patwardhan notice that in spite of these differences between the two 
phenomena, Abhinava’s articulations of the heightened, inflated purity and bliss of 
the aesthetic experience became acceptable to many later theorists. For example, in 
the Alankara-mahodadhi of Narendraprabha Siri we read: “Aesthetic experience is 
that state wherein the mind sinks for a moment, where it bathes with ambrosia for a 
moment, where it gets drunk for a moment, where it melts away for a moment.””” 

There is also an example of glorification of poetry, putting it above wealth or even 
above brahmásvada, in the Prasanna-raghava of Jayadeva: “Neither the knowledge of 
Brahman nor the wealth of a king can be compared to poetry. Like a daughter 
married to an uncommonly worthy man, it creates joy in the heart when it is 
appreciated by an exceptional person.” ” 

Madhusūdana Sarasvatī also applied his intuition to the relation between the 
two, in his Bhagavad-bhakti-rasäyana. His philosophy is an admixture of the 
superiority of bhakti and advaitic ideas, but on this point he clearly favors the actual 
deep spiritual experiences as opposed to mere mundane aesthetic relish. He says that 
whereas Brahman is sat (existence) and ajñāta (unknown by ordinary people), 
worldly objects like a beautiful woman etc., are knowable (meya) by means of valid 
knowledge. But a beautiful woman as presented in literary works appears to the 
sahrdaya in the form of pure consciousness (caitanya) limited by the upadhi, a 
beautiful woman. The covering mantle disappears for a moment (maya-urtti- 
tirodhane, paraphrased in the commentary as vyävarana-tirodhäne), because the mind 
of the sahrdaya, stabilized in sattva-guna, becomes for a moment identified with pure 
consciousness?”. But because it is after all worldly objects (visaya) that are perceived 
under the form of the highest bliss (paramananda-riipa-visayopadanat) and because 
the perception of the true nature of pure consciousness is impossible due to its being 





231 Masson and Patwardhan (1969), pp. 161-164. 

232 majjativa ksanam cetah snätiva sudhäya ksanam / mádyativa ksanam yatra viliyata iva ksanam. 

Quoted in Masson and Patwardhan (1969), p. 164. 

23 na brahma-vidyà na ca raja-laksmis tatha yatheyam kavità kavinam / lokottare pursi nivesyamana 

putriva harsarh hrdaye karoti. Prasanna-räghava, Prastävana verse 23, quoted in Masson Patwardhan, 
. 160. 

5. I roughly follow the interpretation and the translation of Masson and Patwardhan (1969), pp- 159- 

60. 

235 [s this really what happens, I wonder? 
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limited by worldly objects (tad-avacchinna-caitanya-svarüpa), there is neither 
immediate release (mukti), nor is this literary, aesthetic kind of enlightenment 
(prakasa) eternal, as it is supposed to be in its spiritual variety. Therefore, he 
concludes, 
atas tad-ávirbhavitva manasi pratipadyate 
kificin nyūnām ca rasatam yati jadya-vimisranat 


Therefore, when this (consciousness limited by worldly objects) becomes manifest in 
the mind, it turns into rasa, although owing to its being mixed with mundane qualities 
it is somewhat less (than the joy of pure consciousness). (BR, 1. 13) 


Madhusüdana Sarasvati's point in his Bhakti-rasäyana is that actually, only pure 
bhakti, a pure relationship with God, justly deserves to be called ‘alaukika’. Simply 
witnessing a dramatic performance is, first of all, not a permanent state of existence, 
and very soon the audience returns to their normal limited states of consciousness. 
More than that, even the drama itself does not deal with transcendent topics but is 
usually limited to the first three purusarthas. The relishing of rasas in such a theatre 
is then not fully transcendent and is still tied to this world. That is why Ripa 
Gosvami is so strict about the purity of bhakti (as we have seen in its definition) and 
the purity of themes in the theatre, if it is to be instrumental in helping the audience 
experience pure bhakti-rasäsväda. 

Another implication of Abhinavagupta's theory is that above Sänta-rasa, no more 
relationships or rasas are possible. That is why Abhinavagupta has no real place for 
bhakti in his theory. He includes it as the abhyantara-anga of fanta-rasa, its 
accessory, just as Sankaracarya includes bhakti as a mere means in his own theory of 
attaining mukti. 


There are only these nine rasas, because only they deserve to be taught, as they are 
useful to the four goals of life or are exceptionally pleasant. Therefore, what others say, 
namely that this restriction on numbers is because only these nine are well-known to 
enlightened literary critics, though other rasas are possible, has been refuted. This will 
be explained in the chapter on the bhavas. It is wrong to say that affection (sneha), 
with a sthayi-bhava of being moved (ardrata) can be a rasa, because affection is 
nothing other than attachment, and attachment culminates in rati, utsäha, (or some 
other such accepted sthayi-bhava). For instance, the love of a child for its mother and 
father terminates in (i.e. can be included under) ‘fear’. The affection of a young man 
for his friends terminates in rati. The affection, as of Laksmana, etc., for his brother 
terminates in (ie. can be included under) dharma-vira. The same is true of the 
affection of an old man for his son, etc. The so-called rasa of ‘greed’ (laulyam) with the 
sthayi-bhava of ‘greediness’ (gardha) can be refuted in the same manner, because it will 
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ermin ate in some other sthayi-bhava such as hāsa or rati. The same holds true of 
bhakti.” 


But in Rüpa Gosvami’s theory, śānta-rasa is the spiritual threshold at the entrance 
into the spiritual existence. The jivas retain their individuality and emotional setup, 
which becomes purified to the point of shining, white-hot purity through active 
bhakti-yoga. 

Abhinavagupta, Masson and Patwardhan conclude, was a genius of transplanting 
his own advaitic spiritual goals into the field of aesthetic experience. 


We have seen some of the advantages that Abhinava’s philosophy provided for literary 
criticism, all of which derive from his brilliant insights into what lay behind 
imaginative experiences in literature. Let us now look far more briefly (for they are 
less important) at some of the disadvantages. The chief danger, it seems to us, is the 
reductionism of his theories; how all literature becomes reduced to a single experience. 
A similar criticism has been made of Coleridge: “Coleridge’s demand for unification 
and harmony entailed the conversion of the poetic into something other than the 
poetic, its subordination to philosophy and ultimately to religion.” Perhaps the reason, 
in Abhinava’s case, was that he was not himself a very good poet. (...) Had he been 
more of a poet, and more interested in the particular, would he have preached quite so 
reductionist a theory? Abhinava’s strength lay in ideas, in conceptual thinking. (...) 
There is a sense in which Abhinava confuses art and life when he insists on the 
primacy of Santa-rasa. Abhinava’s weakest point was that he did not really have any 
example of a great play where Sänta-rasa was dominant, to lend credence to his 
theories. By seeing beyond literature to the universal experience that lies behind it, 
Abhinava is undermining the autonomy, the uniqueness of literary experience. (e) 
Religion is not, after all, the same thing as literature, unless we dilute the definition of 
these two terms into harmlessness. (..) That literature could point nowhere except to 
itself, must have somehow proved disquieting to Abhinava. He was too religious to 
allow that literature might be somehow ‘useless’, a goal in itself. It is significant in this 
respect that Abhinava shies away from the terms priti ‘pleasure’, and vinoda 
“entertainment”, to express the purpose of poetry. He prefers the religious word 
änanda, ‘bliss’. By insisting on putting such significance into poetry Abhinava is in 
danger of making much of the Sanskrit literature top-heavy; one is wary that it simply 
cannot bear the philosophical burden he places on ir?” 


One thing we should certainly guard against is being so enamored with the views 
of Abhinavagupta to not allow other interpretations of the experience of rasa to 
exist. That has been the case with the fate of bhakti as a rasa within the works of 
poetic theorists following Abhinavagupta’s position. But, as his own commentary to 





236 Masson and Patwardhan (1969), pp. 119, 143. Some of these points have already been presented in 


Chapter 3. 
237 Masson and Patwardhan (1969), pp. xv-xvii. 
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the ‘Abdhi-Sayana verse’ in the Dhvanyáloka shows??, Abhinavagupta was perhaps 
much less contrary to the idea of the overwhelming and superior position of pure 
Visnu-bhakti, and it is our great misfortune that we do not possess his full literary 
opus, highlighting his stance on this important issue. 


5. 2. Common Points in the Two Theories 


Despite the many differences and the dissimilar foundation of the theories of 
Abhinavagupta and Ripa Gosvami, there are a few points common to both. For 
example, Ripa Gosvami agrees about the nature of the experience of rasa which is 
essentially one of otherworldly wonder (alaukika-camatkära””). Rüpa Gosvämi also 
openly accepts the theory of sädhärani-karana or generalization, a principle so 
closely identified with the theory of Abhinavagupta. Another comparable concept is 
that of vasana, the innate ability to experience rasa. Of course, the two systems have 
their own detailed philosophies behind it. The system of Rüpa Gosvami is extremely 
sensitive to even little diversions from the purity of Suddha-bhakti. The subtle 
differences between the perfection on the path of yoga and on the path of bhakti, 
and differences between the mundane rasas and bhakti-rasas, as well as differences 
between mundane and devotional poetry / drama, all need to be emphasized. 


5.2.1. The Principle of Sadharani-karana 


In his theory of bhakti-rasas, Ripa Gosvami makes use of the theory of sadharani- 
karana, but subordinates it to his own devotional goals. Ripa Gosvami seems to have 
been assigning the principle of sädhärani-karana to Bharata himself. This is not 
impossible, considering that the many parts, commentaries and entire longer 
versions of the Natya-sastra have been irretrievably lost. Nowadays, all we have is a 
similar verse in the Sahitya-darpana (3. 9-10), delineating the same principle of 
generalization, and the concept is usually attributed to Bhatta Nayaka, although his 
full work is also lost. 


alaukikya prakrtyeyam  suduruha rasa-sthitih 
yatra sadharanataya bhavah sadhu sphuranty ami 
esäm sva-para-sambandha- niyamanirnayo hi yah 





238 Quoted in Chapter 3, under Anandavardhana. 

239 while both call the experience alaukika, at least in Rupa Gosvami’s theory the alaukika nature of 
the rasa experience of Abhinavagupta is still counted as this-worldly, and only pure bhakti-rasas 
reach over mukti. 
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sädhäranyam tad evoktam bhävanam pürva-süribhih 
tad uktam $ri bharatena — 
Saktir asti vibhavadeh kapi sadharanikrtau 
pramätä tad-abhedena svayam yaya pratipadyate iti? 
duhkhadayah sphuranto ‘pi jätu sviyataya hrdi 
praudhänanda-camatkära- carvanám eva tanvate 
parasrayatayapy ete jatu bhantah sukhadayah 
hrdaye paramánanda- sandoham upacinvate 
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Because of its extraordinary nature, the state of rasa, wherein all the aesthetic 
components clearly appear as generalized, is extremely difficult to understand. 
Ancient sages have defined the generalization of the aesthetic components as the 
disregard of the sense of ‘my’ and ‘another’. Sri Bharata has said: In generalized actions 
there is a special power of the excitants and other aesthetic components by which the 
experiencer comprehends them as his own. In aesthetic experience, even if one 
sometimes experiences a sorrow that appears to relate to one's self, the wonder of 
concentrated joy is still experienced. Also, the abundance of supreme joy increases 
when happy emotions appear in the heart, although sometimes they seem to belong to 
another. (BRS, 2. 5. 101-105) 


Vigvanatha Cakravarti in his commentary to this part of the Bhakti-rasamrta- 
sindhu further explains a generalized emotional experience: in the depersonalization 
of the aesthetic components, they can neither be considered to belong to oneself nor 


to another, but remain abstract inducers of aesthetic responses. He quotes another 


verse from the Sahitya-darpana: parasya na parasyeti mameti na mameti ca. 
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Rüpa Gosvàmi strongly argues about the alaukika nature of the experience of 
bhakti-rasa, not per se, but because of its alaukika foundation in attachment to the 


Supreme Lord. 


alaukiki tv iyam krsna- ratih sarvabhutadbhuta 
yoge rasa-visesatvam gacchanty eva hari-priye 
taträpi vallavadhisa- nandanalambana ratih 
sandrananda-camatkára- paramavadhir isyate 
yat-sukhaugha-lavagastyah pibaty eva sva-tejasa 
ramesa-madhuri-saksat- karanandabdhim apy alam 
paramdnanda-tadatmyad ratyäder asya vastutah 
rasasya sva-prakäsatvam akhandatvam ca sidhyati 





240 Two karikas from the Sahitya-darpana is extremely similar: vyaparo “sti vibhávader nàmnà 
sadharani- krtih / tat-prabhävena yasyasan pathodhi-plavanadayah | pramata tad-abhedena svatmánam 
pratipadyate. (SD, 3. 9-10) 

241 That is a quotation from the Sahitya-darpana, 3.12. 
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Love for Sri Krsna is most uncommon, the wonder of all wonders, and attains the 
highest rasa in contact with His devotees.” 


The love which has the son of Nanda as its object rises to the highest peak of most 
intense bliss. 


One drop of happiness in love with Sri Krsna, by its power, drinks up the ocean of 
happiness embodied in the husband of Rukmini, just as Agastya Muni drank the ocean 
to assist the devatás. 


Because such love for Sri Krsna and the other elements of devotional aesthetic 


experience are non-different from the highest bliss, the rasa is understood to be self- 
revealing and indivisible."? 


Another verse of the Bhakti-rasámrta-sindhu corresponds to a similar statement in 
the Sahitya-darpana: 


sad-bhävas ced vibhavadeh kiñcin mátrasya jäyate 
sadyas catustayäksepät pürnataivopapadyate 


If a true emotion (sad-bhäva) is born from only slight exposure to one of the aesthetic 
components, then it will proceed to the full state of rasa from the immediate 
supplementation of the other four aesthetic components. (BRS, 2.5. 106) 


Rüpa Gosvàmi readily agreed with the articulations of the previous theorists about 
the extraordinary, otherworldly and wonderful nature of rasa, but had a much more 
sound foundation for such statements due to the 'really' alaukika nature of the 
connection of the jivátma to the Supreme Lord, sac-cid-änanda-svarüpa. We have 
already seen that in his theory of bhakti-rasa, he equates bhava and prema with the 
rays of the hladini-Sakti of the Lord, which descend from the spiritual existence into 
the heart of a qualified devotee, or, to be precise, had always been latent there but 
were revived through the purifying process of sádhana-bhakti. Such devotionally 
inspired emotional experiences in relation to the Lord are much more convincingly 
called alaukika than mere depersonalized enjoyment of worldly poetry. Worldly 
poetry does not change us and does not instill vairagya in us in any permanent way, 
if at all. Theories which make the mundane aesthetic experience seem higher and 
purer than it actually is are probably attempts of those attracted to poetry to show 
that they are no less advanced than a successful transcendentalist. Real spiritual 





242 Both Jiva Gosvami and Visvanätha Cakravarti emphasize that the alaukika nature of this love 
means that it is above the love for the mundane demigods, who are counted as still belonging to the 
laukika sphere, and even above the love one could experience in relation to other avataras of Krsna. 
243 Tiva Gosvami explains this highest bliss as the hladini-$akti of the Lord, and writes that since Sri 
Krsna is the excitant of this love, there is a oneness between the aesthetic components and the 
highest joy they produce, just as there is a oneness between Sakti and Saktiman. 

244 sad bhävas ced vibhavader dvayor ekasya va bhavet / jhatity anya samaksepe tada doso na vidyate 
(Sahitya-darpana, 3. 17) 
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advancement, however, is not vague and it can be discerned through the so many 
graded effects on individual consciousness, all categorized in the mapping of the’ 
progressive theory of bhakti-rasa. 


5. 2.2. The Principle of Latent Vasanas 


The most important point of the theory of bhakti-rasa is that the väsanäs of Krsna- 
rati are not readily available in everyone’s heart but have to be cultivated through 
sädhana or received as a grace of Sri Krsna (or His devotees). Since the first is more 
often the case, Ripa Gosvami prescribes the way of attaining bhava or rati gradually 
through association of saints, acts of worship, etc. This theory of the sthayi as being 
something to be attained by a conscious effort — although it can be there from 
previous exposure to bhakti — is an understandable innovation in Ripa Gosvàmi's 
system. 

sadhanabhinivesena krsna-tad-bhaktayos tatha 
prasädenäti-dhanyanäm bhavo dvedhabhijayate 
ädyas tu prayikas tatra dvitiyo viralodayah 


This loving emotion (bhava) is born in two ways: either from diligent dedication to 
sadhana, or for the very fortunate, by the grace of Krsna or his devotees. The first, 
however, is more common, the second is rare. (BRS, 1. 3. 6) 


Prema can be of two kinds, according to its cause: 


bhavottho ‘tiprasadotthah Sri-harer iti sa dvidha 
bhava evantaranganam angdnäm anusevaya 
ärüdhah paramotkarsam bhävotthah parikirtitah 


Prema-bhakti is of two types: that originating from a bhäva, and that originating from 
the extraordinary grace of Sri Hari. When bhäva is raised to the highest state by 
performing inner and outer practices, and becomes known as prema, it is specifically 
called ‘prema originating from bhava’. (BRS, 1. 4. 4,5) 


The standard outline of achievement of prema according to Ripa Gosvami is as 
follows: 
ädau $raddha tatah sadhu- sango ‘tha bhajana-kriya 
tato 'nartha-nivrttir sad. tato nistha rucis tatah 
athasaktis tato bhavas tatah premabhyudañcati 
sadhakanam ayam premnah pradurbhave bhavet kramah 
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In the beginning there must be faith ($raddha). Then one becomes interested in 
associating with the devotees (sadhu-sanga). Thereafter one is initiated by the spiritual 
master and begins to practice regulated sadhana-bhakti (bhajana-kriya). Thus one is 
freed from all unwanted habits (anartha-nivrtti) and becomes firmly fixed in devotion 
(nistha). Thereafter, one develops a preliminary taste for serving the Lord (ruci), and 
later, spontaneous attachment to Him (äsakti). Gradually emotions intensify (bhava), 
and finally there is an awakening of love (prema). (BRS, 1. 4. 5-6) 


The question of qualification appears naturally and Ripa Gosvämi answers, 


praktany adhuniki casti. yasya sad-bhakti-bhávana 
esa bhakti-rasásvádas  tasyaiva hrdi jayate 
bhakti-nirdhüta-dosánàm  prasannojjvala-cetasám 
$ri-bhagavata-raktanam rasikäsanga-ranginam 
jivani-bhüta-govinda- pada-bhakti-sukha-$riyam 
premäntaranga-bhütäni krtyany evanutisthatám 
bhaktanam hrdi rájanti samskära-yugalojjvalä 
ratir änanda-rüpaiva niyamäna tu rasyatam 
krsnadibhir vibhavadyair gatair anubhavädhvani 
praudhananda-camatkära- kästham äpadyate parám 


A taste for the rasa of devotion appears only in the heart of one who has an 
unconscious impresion of true devotion that may come from both a past life or this 
life. 

This devotional love resides in the hearts of those devotees whose impurities have 
been washed away by devotion, whose minds are joyful and pure, who are fond of the 
Bhägavata Purana and who enjoy the company of likeminded sensitive devotees. 

Such devotees live only for the pleasure of devotion to the lotus feet of Govinda, and 
perform acts conducive to prema. 

This love in the form of bliss (ananda), which exists in the hearts of the devotees as 
the manifestation of past and present unconscious devotional impressions, develops 
into the state of rasa. 

In the course of encountering the excitants — Sri Krsna and his intimate companions 
— as well as the other aesthetic components, this devotional love approaches the 
highest limit of bliss and wonder. « (BRS, 2. 1. 6-10)” 


Bhakti-rasa, due to being alaukika, cannot develop by mere individual effort, but 
can only be received from others who possess it. It spreads contagiously from a 
devotee to another devotee, and its descent into any heart is ultimately the mercy of 
the Lord and His associates. 





245 Rüpa Gosvämi’s theory is close to the traditional terms employed by other poetic theorists: in the 
Sahitya-darpana (3. 3) the words kaigcit pramatrbhih are explained in the vrtti as ‘praktana-punya- 
galibhih’. And Sahitya-darpana 3. 9 states: na jäyate tad-asvado vind ratyadi-vasanám. The vrtti 
specifies: vāsanā cedanimtant praktani ca rasásvada-hetuh. 
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5.3. The Locus of Rasa in the Two Theories 


Rúpa Gosvami, after dealing with the vasanäs of the devotional experience of rasa, 
touches on the point of the locus of rasa, a point much discussed in mundane 
aesthetic theory. In the classical theory, three possible loci of rasa appear: the 
anukärya or the original hero of the drama, the anukartà or the nata, the actor, and 
the sämäjika, a member of the audience who is able to experience the rasas 
presented on stage. The northern school admits the appearance of rasa only in the 
sámajika, while the southern school generally admits it in any person who has the 
proper aesthetic sensibility. Some have argued that the actor can never become 
immersed in the emotions he is representing to such an extent that he would himself 
experience rasa as well. Vigvanatha Kaviräja has added that even the actor, if he is 
poetically senstitive, could be the locus of rasa, and thus the position of the northern 
school was refined to include the sámajika and the actor, but still excluded the 
anukärya from the experience. Ripa Gosvämi acknowledges some of these 
speculations, but argues that bhakti-rasa is altogether a different matter. 


ratih sthitanukaryesu laukikatvadi-hetubhih 

rasah syán neti nátya-jfia yad ähur yuktam eva tat 
alaukiki tv iyam krsna- ratih sarvadbhutadbhuta 
yoge rasa-vifesatvam  gacchanty eva hari-priye 


The knowers of drama are of the opinion that love (the foundational emotion) 
situated in the original characters by ordinary causes cannot become rasa. What they 
say is correct. However, the extraordinary love for $ri Krsna (krsna-rati), which is the 
wonder of all wonders, does proceed to a special rasa for the beloved devotees of Hari 
in contact with Him. (BRS, 2. 5. 107-8) 


Again, we can turn to the Priti Sandarbha of Jiva Gosvami for a detailed discussion 
on the locus of rasa. Side by side with the polemics of the theorists about the 
characters in which rasa manifests, he discusses the possibility of the appearance of 
bhakti-rasa, and cites scriptural references to prove its spiritual (alaukika) nature. 


Anuccheda lll. (...) evam vibhavadi-samyogena bhagavat-priti-mayo raso vyaktibhavati. 
tatra laukika-nätya-rasa-vidam api paksa-catuskam. rasasya mukhyaya vrttyanukarye 
pracine ndyaka eva vrttih. nate tupacarad ity ekah paksah. pürvatra laukikatvat 
parimityad bhayadi-santarayatvac cänukartari nata eva dvitiyah. tasya Siksa-mátrena 
Sünya-cittatayaiva tad-anukartrtvat samajikesu eveti trtiyah. yadi ca dvitiye sacetas tv 
ayam tadobhayatrapi katham na syad iti caturtha iti. 


In this way, being augmented with the vibhavas and other elements of the devotional 
aesthetic experience, the bhagavat-priti-maya-rasa becomes manifest. In this matter, 
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the mundane aesthetic theorists have four opinions [about the locus of rasa]. The first 
opinion is that rasa is only experienced by the original hero, and his emotions are then 
only imitated by the actor [meaning that the actor cannot experience the rasa]. The 
second opinion is that actually the hero does not experience the actual rasa, because 
for him, it is an ordinary limited worldly experience that he is going through, 
characterized by hindrances such as fear. But the actor experiences the abstract 
emotion, rasa, devoid of any hindrances, and is therefore the actual locus of rasa. The 
third opinion is that the actor, simply having practiced how to imitate feelings and 
doing it mindlessly on stage, is not exactly the locus of rasa. The rasa is experienced 
only by the sámájikas, the audience. The fourth opinion is that in case the actor is 
sensitive, he can also experience rasa, and so the rasa resides in the perceptive actors 
and in the perceptive members of the public. 


$ri-bhágavatànàár tu sarvatraiva tat-pritimaya-rasa-svikdrah. laukikatvadi-hetor abhavat. 
tatrápi visesato 'nukaryesu tat-parikaresu yesam nityam eva hrdayam adhyarüdhah pürno 
raso 'nukarträdisu sañcarati. tatra bhagavat-priter alaukikatvam aparimitatvam ca svata 
eva siddham. na tu laukika-raty-ädivat kavya-klptam. tac ca svarüpa-nirüpane sthäpitam. 
bhayady-anavacchedyatvam  Sri-prahladadau Sri-vraja-devi-ddau ca — vyaktam. 
janmantardvyavacchedyatvam $ri-vrtra-gajendradau drstam. $ri-bharatädau vá. kim 
bahuna brahmänandädy-anavacchedyatvam api $ri-Sukadau prasiddham. evam tat- 
karanades calaukikatvam jñeyam. taträlambana-käranasya $ri-bhagavato 
’samordhvatisayi-bhagavattvad eva siddham. tat-parikarasya ca tat-tulyatvad eva. tac ca 
$ruti-puränädi-dundubhi-ghositam. 


But the devotees of Bhagavan accept only the bhagavat-priti-maya-rasa in all 
circumstances. This rasa is not effected by mundane causes. Therefore, the bhagavat- 
priti-maya-rasa eternally exists in the original heroes, the nitya-parikaras of the Lord. 
Upon their identification with the parikaras, it also appears in the hearts of the 
anukartds, the practicing devotees. The spiritual (alaukika) and unlimited (aparimita) 
nature of this bhagavat-priti is eternally established in its own perfection (svatah eva 
siddhah). It is not, like the laukika rasas, created by poetry. It is intrinsically part of the 
svarüpa [of the Lord and His associates]. It is clear from examples like Prahlada and the 
Vraja-gopis that it can never be interrupted by fear and other hindrances. The 
examples of Vrtrásura and Gajendra testify that it is not hindered even by transition 
into another body. Maharaja Bharata is another example. Even more, it cannot be 
shaken even by the experience of brahmananda, as is evidenced in the life of Srila 
Sukadeva Gosvami and others. Its causes and so on, therefore, should be understood to 
be extraordinary, spiritual (alaukika). The Lord is the alambana-vibhava, and His 
incomparable, supreme Lordship is complete and perfect. His associates are similar in 
nature to Him. That is being celebrated in the $rutis, Puranas and by the dundubhi 
drums. 


Jiva Gosvami argues that the uddipanas and the other aesthetic causes of bhakti- 
rasa are all extraordinary due to being the attributes and actions of the Lord and His 
eternal associates. He cites the example of the four Kumaras, who were ecstatically 
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affected in mind and body upon coming in contact with such extraordinary 
uddipanas: 
tasydravinda-nayanasya padaravinda- 
kinjalka-misra-tulasi-makaranda-vayuh 
antar-gatah sva-vivarena cakära tesam 
samksobham aksara-jusam api citta-tanvoh 


When the breeze carrying the aroma of tulasi leaves from the toes of the lotus feet of 
the Personality of Godhead entered the nostrils of those sages, they experienced a 
change both in body and in mind, even though they were attached to the impersonal 
Brahman understanding. (Bhäg. 3. 15. 43) 


Another example of the extraordinary, all-attractive nature of Sri Krsna is quoted 
from the Tenth Canto of the Bhagavata Purana: 


vividha-gopa-caranesu vidagdho venu-vadya urudha nija-Siksah 

tava sutah sati yadädhara-bimbe datta-venur anayat svara-jätih 
savanasas tad upadharya suresah Sakra-Sarva-paramesthi-purogah 

kavaya änata-kandhara-cittäh kasmaları yayur aniscita-tattväh 


O pious mother Yasodä, your son, who is expert in all the arts of herding cows, has 
invented many new styles of flute-playing. When He takes His flute to His bimba-red 
lips and sends forth the tones of the harmonic scale in variegated melodies, Brahma, 
Siva, Indra and other chief demigods become confused upon hearing the sound. 
Although they are the most learned authorities, they cannot ascertain the essence of 
that music, and thus they bow down their heads and hearts. (Bhäg. 10. 35. 15) 


Jiva Gosvami adds that even stray newcomers who meet with these extraordinary 
uddipanas will be devotionally aroused because all the paraphernalia of the Lord is 
made up of His spiritual, divine potencies. 


pravrt-Sriyamh ca tam viksya sarva-kala-sukhavaham 
bhagaván pújayam cakre atma-sakty-upabrmhitam 


Thus observing the beauty and opulence of Vrndavana’s rainy season, a perennial 
source of great happiness, the Lord offered all respect to that season, which was 
expanded from His own internal potency (atma-Sakty-upabrmhitam). (Bhag. 10. 20. 31) 


The effects in the form of anubhävas are extraordinary as well, and appear even in 
non-moving entities, what to speak of the sentient beings fully attracted to the Lord. 


ga gopakair anu-vanam nayator udara 


venu-svanaih kala-padais tanu-bhrtsu sakhyah 
aspandanam gati-matam pulakas tarunam 
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niryoga-pása-krta-laksanayor vicitram 


My dear friends, as Krsna and Balaráma pass through the forest with Their cowherd 
friends, leading Their cows, They carry ropes to bind the cows’ rear legs at the time of 
milking. When Lord Krsna plays on His flute, the sweet music causes the moving 
living entities to become stunned and the nonmoving trees to tremble with ecstasy. 
These things are certainly very wonderful. (Bhag. 10. 21. 19) 


In the same way, the accessories in the form of vyabhicari-bhavas are extraordinary 
as well — some, like the mental states of utmost affectedness caused by vaicittya and 
vipralambha, being extremely rare in the world are certainly examples of such 
alaukika nature, while in a certain sense all of them can be understood as 


extraordinary, because of their connection with the Lord. Jiva Gosvami quotes the 
Brahma-samhita, 


$riyah käntäh kantah parama-purusah kalpa-taravo 
drumä bhümis cintamani-gana-mayi toyam amrtam 
katha ganam nátyam gamanam api varhsi priya-sakhi 
cid-änandam jyotih param api tad asvadyam api ca 


sa yatra ksirabdhih sravati surabhibhyas ca su-mahan 
nimesardhakhyo va vrajati na hi yatrapi samayah 
bhaje $vetadviparn tam aham iha golokam iti yarh 
vidantas te santah ksiti-virala-carah katipaye 


I worship that transcendental seat, known as Svetadvipa where as loving consorts the 
Laksmis in their unalloyed spiritual essence render loving service to the Supreme Lord 
Krsna as the only object of their affection; where every tree is a transcendental 
purpose tree; where the soil is the purpose gem, all water is nectar, every word is a 
song, every step is a dance, the flute is the favorite attendant, effulgence is full of 
transcendental bliss and the supreme spiritual entities are all enjoyable and tasty, 
where numberless milk cows always emit transcendental oceans of milk; where there is 
eternal existence of transcendental time, who is ever present and without past or 
future and hence is not subject to the quality of passing away even for the space of half 
a moment. That realm is known as Goloka only to a very few self-realized souls in this 
world. (BS, 5. 56-7) 


He comments that gänam (song) and nätyam (drama) mentioned in these verses 
are the mediums for the manifestation of rasa. He then touches the point of the so- 
called alaukika experience in mundane poetry. He says, 


kim ca svabhavikalaukikatve sati yatha laukika-rasa-vidam laukikebhyo ‘pi kavya- 


samsrayad alaukika-Saktim dadhanebhyo vibhavady-akhyaprapta-karanadibhyah Sokadav 
api sukham eva jayate iti rasatvapattis tathaivasmabhir viyogädav api mantavyam. tatra 
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bahis tadiya-viyoga-maya-duhkhe "pi paramänanda-ghanasya bhagavatas tad-bhävasya ca 
hrdi sphürtir vidyata eva. 


Even though all aesthetic elements are naturally extraordinary and spiritual in 
bhagavat-priti-maya-rasa, the mundane poetic theorists consider that by the power of 
poetry, ordinary aesthetic elements also come to possess an extraordinary power and 
become designated as vibhávas and so on. They are thus instrumental in manifesting 
the mundane rasa which is also believed by these theorists to be extraodinary due to 
the fact that even in the experience of sorrowful rasas there is a certain happiness. We 
also accept that position in relation to conditions in separation and so on. What may 
externally be a state of unhappiness due to separation from the Lord, is accompanied 
by a manifestation of a great quantity of bliss in the heart, stemming from one’s 
relation to the Lord and the emotions one cherishes for Him. 


Jiva Gosvami asserts that both the Lord and emotions for Him cannot ever leave 
their intrinsic nature of being a great quantity of supreme bliss. Even though 
separation may seem painful, its inherent happiness is nourished with the unbroken 
connection with the Lord and the hope of future reunion. Jiva Gosvami now 
discusses the possibility of experiencing rasa in the different categories of characters. 

Rasa residing in the anukarya, the original hero who is imitated in dramatic works, 
according to Jiva Gosvami refers to the eternal associates of the Lord who are 
naturally in the most perfect situation for experiencing the bhakti-rasas. The 
associates of the Lord blessed with His presence are most easily affected and respond 
to Him in a devotional relationship. The relationship through seeing is always 
superior to the relationship through merely hearing about someone, although in the 
case of Sri Krsna both are extraordinary. An example of the direct contact is given, 
from the Bhagavata Puräna: 


$ruta-mätro ‘pi yah strinam  prasahyakarsate manah 
uru-gayoru-gito và pasyantinam ca kim punah 


The Lord, whom countless songs glorify in countless ways, forcibly attracts the minds 
of all women who simply hear about Him. What to speak, then, of those women who 
see Him directly? (Bhag. 10. 90. 26) 


Another verse from the Bhagavata demonstrates the overwhelming nature of the 
indirect contact with the Supreme Lord, merely through hearing about Him. 


tava vikriditam krsna nrnäm parama-mangalam 
karna-piyusam āsādya tyajanty anya-sprham janah 


Uddhava said, Dear Krsna, Your pastimes are supremely auspicious for mankind and 


are an intoxicating beverage for the ears. Tasting such pastimes, people forget their 
desires for other things.’ (Bhag. 11. 6. 44) 
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The second category, the anukartä of the mundane aesthetic theory (which is the 
imitator, the actor on stage) is in Jiva Gosvami's classification a sadhaka devotee of 
the Lord, not one of the eternal associates. He imitates the actions and emotions of 
the eternal associates and thus qualifies for the experience of bhakti-rasa. Others, 
the outsiders, who may have no interest in such imitation are of course excluded 
from the experience. In such an imitation, the emotions experienced are felt to be of 
the original associates, not exactly one’s own. 

The sämäjika, a perceptive member of the audience in the classical theory, is in 
Jiva Gosvami’s theory also understood to be a sensitive devotee. Jiva Gosvami adds 
that according to mundane aesthetic theory, the samajika is the common 
experiencer of rasa in a dramatic performance. The experience can be extended to 
include the experience of rasa in a poetic work as well. In the theory of bhakti-rasas, 
such rasa-inspiring poetry and drama may be valuable for those whose rati has 
merely sprouted (raty-añkuravatam eva), while for those who are always energized by 
prema, even a slight remembrance of Sri Krsna may make the bhakti-rasa bloom in 
their hearts. An example is given of the sage Narada: 


svara-brahmani nirbhäta- hrsikesa-padambuje 
akhandam cittam ävesya lokän anucaran munih 


Narada Muni devoted his mind fully to the lotus feet of the Lord who is manifest in 
spiritual sound and in such consciousness he traveled around the worlds. (Bhag. 6. 5. 
22) 


Jiva Gosvami continues with a division of the devotees — they are either eternal 
associates who have the direct association of Krsna, or those practicing devotees who 
have the desire or a conceit of being His associates. In the case of the first, the 
experience of rasa for them is perfect in itself. For the second category, however, two 
ways of experiencing the bhakti-rasa exist: either by hearing about the activities of 
the Lord with His eternal associates, or by individually hearing about the Lord's: 





sweetness. In the first case, the emotions of the eternal associates may be the same as~ " 


those of the aspiring devotee, and by the process of generalization he enjoys them as. 
bhakti-rasa. In the case that the emotions of the particular eternal associate of the 
Lord that he hears about are not the same as his own emotions, then the hearing will 
only act as an uddipana of a general kind of attraction for the Lord, and will not 
cause his specific bhakti-rasa to blossom. By individually hearing about the Lord's 
sweetness, however, the particular bhakti-rasa of the aspiring devotee is manifested, 
from his own particular emotional foundation of bhagavat-priti, augmented by the, 
proper vibhavas and so on. 
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The anuccheda continues with elaborations about the alaukika nature of the 
vibhävas and so on, which we have already discussed. We thus conclude the 
treatment of the locus of rasa in the Priti Sandarbha. 

The two aesthetic theories, that of Abhinavagupta and his followers on the one 
side, and that of the Gaudiya ácáryas headed by Ripa and Jiva Gosvamis on the 
other side, have obviously been built using different axioms and convictions about 
perfection, and they both adjust the existing classical aesthetic theory to their own 
ends. 

As far as the mundane enjoyment of poetry goes, the Gaudiya acaryas do not deal 
with the matter in any detail. Bhakti-rasa exists in its own separate world, and 
appears with the assistance of its own extraordinary causes and accessories. Only 
when and if the mundane poetic theorists, on the basis of their theories of the 
enjoyment of rasa, seem to encroach upon the sacred space of bhakti-rasa, denying it 
validity and wholesomeness, do the ácáryas become alarmed and begin to defend the 
supreme, spiritual position of bhakti-rasa. 

The situation is similar in the seemingly constant combat of the Vaisnava acaryas 
with the monistic interpreters of the final goal of life. The Gaudiya-sampradaya also 
acknowledges the existence of santa-bhaktas, it is a valid stage in spiritual progress, 
but it cannot be considered the ultimate perfection. When Santa is superimposed on 
Krsna-lila, making it seem that the supreme spiritual variety of relationships is a 
mere trivial show of mundane qualities and forms, the Gaudiya äcäryas stand up and 
defend the ultimate perfection of the variegated bhakti-rasas in relation to the 
eternally perfect Supreme Lord. 

In the step-by-step advancement of a simple-minded sadhaka, these philosophical 
distinctions may not play a very great role. The initial stages of spiritual purification 
are more or less the same for the monist and the personalist spiritual seekers, and 
often delving into emotional perfections of the eternal associates when one is not 
yet ready may remain covered with one’s mundane understanding, not giving any 
spiritual impetus to the sadhaka at all. Only on higher levels where the budding 
relationship with the Lord begins to unfold in the heart of the sadhaka, can he begin 
to appreciate the rich tradition of the Gaudiya-sampradaya with its outstanding 
articulation of supreme perfections in emotional bonds with the Supreme Lord. 
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+ Chapter Six © 


Alternative Expressions 


of the Experience of Bhakti 








In the overview of classical poetic theories in Chapter 3, two theorists have not 
been mentioned, Kavi Karnapúra and Madhusúdana Sarasvati. Their respective 
theories give ample place to the phenomenon of bhakti-rasa, therefore they are 
studied in a more detailed manner in this chapter. Both were approximate 
contemporaries of Sri Caitanya Mahaprabhu, and have been influenced by his 
philosophy of bhakti-rasa. The first, Kavi Karnapúra, was the son of one of 
Mahaprabhu’s close associates, Sivananda Sena, and was a prolific writer. His views 
on bhakti-rasa are expressed within his poetic compendium called the Alankara- 
kaustubha. Madhusüdana Sarasvati is more generally known as an advaitist 
philosopher, but his theological-aesthetic treatise, the Bhagavad-bhakti-rasayana, 
combines monistic notions with the philosophy of the Vaisnava theologians. Both 
works will be considered below. i 


6. I. The Alankära-kaustubha of Kavi Karnapüra 


6. 1. 1. Kavi Karnapúra 


Srila Kavi Karnapüra, a poetic genius and son of the famous Sivananda Sena“, 


has compiled a work on literary and aesthetic theory, the Alankdra-kaustubha. His 
other writings include the drama Caitanya-candrodaya-nataka, and the Gaura- 
ganoddesa-dipika, the first resembling the dramatic works of Ripa Gosvami, and the 
second being an enlargement of Rúpa Gosvamts Radha-Krsna-ganoddesa-dipika. His 
famous poetic creation is a campú on Vrndavana-lila, called the Ananda-vrndavana- 
campi. Some ascribe the work Caitanya-carita, or Caitanya-caritämrta-mahäkävya, 
to his elder brother Caitanya Däsa, while some consider Kavi Karnapüra the author 
of that work as well’. 

The year of his birth is usually calculated as 1524 or 1526 A. D., in Käficanapalli in 
Nadiyä (West Bengal), close to the village of Kumarahatta which was the original 





246 Sivananda Sena was a close associate of Sri Caitanya who annually lead the devotees of Bengal to 
visit Sri Caitanya in Jagannatha Puri at the time of the Ratha-yatra. Practically all biographical 
works on the life of Sri Caitanya refer to the family of Sivananda Sena, and some even give the 
details of his three sons (Caitanya-caritamrta, Adi, 10. 26). 

247 A full list of his works traditionally attributed to him is: Caitanya-caritamrta-mahakavya, Ananda- 
vrndävana-campü, Alankara-kaustubha, Caitanya-candrodaya-nätaka, Gaura-ganoddesa-dipika, Arya- 
sataka, Krsnahnika-kaumudi, a commentary on the tenth canto of the Bhagavata Purana, Caitanya- 
sahasra-näma and Kesavästaka. The date of the completion of the Caitanya-candrodaya-nátaka is 
given as 1576, and it was composed on the wish of the king of Puri, Maharaja Prataparudra, a follower 
of Sri Caitanya. 


157 








home of Sivananda’s family?*. His childhood name was Paramananda Dasa or Puri 
Dasa, given to him even before his birth by Mahäprabhu?”. When he, at the age of 
seven, amazed the whole assembly of devotees headed by Sri Caitanya with a perfect 
Sanskrit verse composed by himself, he earned for himself an honorific title Kavi 
Karnapüra, 'the poet who fills the ears of the audience with his mellifluous poetry”. 
The verse is included in the Caitanya-caritamrta (Antya, 16. 74): 


$ravasoh kuvalayam aksnor añjanam 
uraso mahendra-mani-dama 
vrndávana-ramaninám mandanam 
akhilam harir jayati 


Lord Sri Krsna is just like a bluish lotus flower for the ears of the gopi damsels of 
Vrndävana, He is the black ointment for their eyes and a necklace of indranila gems 
on their chests. Let that Lord Sri Hari, the decoration of the gopis, be glorified. 


While being roughly contemporary to the Gosvamis in Vrndavana, Kavi 
Karnapúra stayed at a considerable distance from them, in native Bengal, and the 
sharing of ideas might not have been so extensive. Although he acknowledges the 
towering position of the Gosvamis in the sampradäya, and shows full respect towards 
Sri Rúpa and Sanätana, in his own work on poetic theory he approaches the issue of 
bhakti-rasa in a slighly innovative way’. Since he tries to combine the purpose of a 
regular poetic treatise and establishing the reality of bhagavad-bhakti-rasa in the 
same work, his approach to the issue is necessarily an exercise in spiritual 
sharpmindedness. For example, he considers prema- and bhakti-rasas as being 
separate from the mundane $rúgara, and cleverly submerges the infamous devadi- 
visayd-rati in his own theory. 





248 Kancanapalli seems to have been their second home, only a few miles away. The priest of the 
family of &ivänanda Sena, and the personal guru of Kavi Karnapúra, Srinatha Pandita, established 
the worship of a Deity of Krsnaraya in Kañcanapalli. The Deity is still being worshipped there, and 
the temple was enlarged in the 18" century. 

249 1 would suspect he was named after an elderly associate of Mahaprabhu called Paramananda Puri, 
since otherwise the descriptions in the Caitanya-caritämrta make little sense: Mahäprabhu orders the 
father to name his next son Puri Dasa, and when the boy is born, they name him Paramänanda Däsa, 
‘as per the wish of Sri Caitanya’. (Caitanya-caritamrta, Antya 12. 49) 

250 To surmise that he did not know of Ripa Gosvami's work is against the evidence in his Caitanya- 
candrodaya-nátaka, where he mentions Ripa Gosvami and his writings in most glowing terms. At the 
same time, one of the verses of Kavi Karnapüra is quoted in the Padyavali of Ripa Gosvami, which 
leaves us wondering when exactly in his long and fruitful writing career Kavi Karnapúra composed 
the Alankara-kaustubha. Jiva Gosvami, who was the youngest of the Gosvamis, about ten years older 
than Kavi Karnapúra, quotes from his Alankära-kaustubha in the commentary to Ujjvala-nilamani. 
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6. 1. 2. The Definition of Kavya in the Alankara-kaustubha 


The Alañkara-kaustubha (The Gem of Poetic Ornaments on the Chest of Sri 
Krsna) is divided into ten chapters, called kiranas or rays. Kavi Karnapúra accepts 
the speculations of the northern school of poetic theorists on the main element of 
poetry, dhvani (suggestion). The theorists before him have been eager to prove the 
superexcellent nature of dhvani and have postulated a threefold division of poetry: 


- uttama-kävya, the highest type of poetry where the dhvani shines supreme 
- madhyama-kàvya where the dhvani is subordinated 
- adhama or avara-kävya, where mere sabda- and arthälankäras embellish the work 


Kavi Karnapüra intuitively refines that categorization, by adding uttamottama- 
kavya above them all, a kavya which is simultaneously beautified by poetic figures 
and has a predominance of dhvani, or is composed in such a way that one dhvani 
leads into another. 


uttamam dhvani-vaisistye madhyame tatra madhyamam 
avaram tatra nispanda iti trividham äditah 
dhvaner dhvany-antarodgäre tad eva hy uttamottamam 
$abdärthayos ca vaicitrye hi yatah pürva-pürvatäm 


The highest kind of kavya (uttama) is embellished with special manifestations of 
dhvani, while the middling kind (madhyama) has no such special manifestations. The 
dull poetry without any dhvani is of the third grade (avara). However, when one 
dhvani is born from another dhvani, that is called uttamottama-kävya, superexcellent 
poetry. Moreover, whenever there is a rich display of diversity in sabda- and artha- 
alankaras, the poetry is upgraded for one step in each case. (AK, 1. 6-7)? 


His example of the uttamottama-kävya, where the dhvani is beautified with other 
poetic figures, is as follows: 


nava-jala-dhara-dhama koti-kamavatarah 

pranaya-rasa-yasorah $ri-yasodä-kisorah 
arunad aruna-dirghapanga-bhangya kurangir 

iva nikhila-krsangi rangini tvam kva yasi 


The young lad of Yasodä bestows che glory of affectionate rasas to those related to 
Him. He is the incarnation of a million of Cupids, and His effulgence resembles fresh 





251 This smart innovation is copied by Panditaraja Jagannätha in his Rasa-gangädhara. 
252 | use the edition prepared by R. S. Nagar, with the commentaries of Lokanatha Cakravarti and 
Siva Prasada Bhattacarya. R. S. Nagar (Ed.), Alankära-kaustubha of Kavi Karnapüra (Delhi, 1993). 
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clouds. With the crooked sidelong glances from His reddish eyes, he is torturing all the 
ladies who are like female deer, and has completely weakened their bodies. O 
passionate lady, where are you going?” 


In his Alankara-kaustubha, Kavi Karnapüra draws from the Kavya-prakasa, 
Sähitya-darpana, Dhvanyäloka, Dasarüpaka and the Natya-éastra. His intuitive 
genius leads him to refine the definition of poetry found in the earlier treatises: 


The first kirana opens with the benedictory verse in which the blessings of Sri Krsna 
are invoked. The author defines poetry as kavi-vän-nirmitih kavyam which means that 
poetry is comprised of a creation made by a poet's speech. Stepping into the shoes of 
Viévanàtha Kaviraja, the author of the Sähitya-darpana, he criticizes the definition of 
poetry given by Mammata, Vamana and even by Visvanätha, and in the end 
establishes the validity of his own definition of poetry. Mammata’s definition?” is too 
wide (ativyapta) on account of the absence of blemishes and the presence of 
excellences and figures even in expressions like kuranga-nayanä, ‘a lady whose eyes are 
like those of an antelope’, which is strictly speaking not yet poetry. Visvanätha’s 
definition is vakyam rasatmakam kávyam, and he qualifies it with a statement, vákyam 
syad yogyatakanksasattiyukto padoccayah, which means that only full vakyas, 
expressions which comply with the definition of a sentence, can become actual kävya. 
This then excludes from poetry the known imaginative verses like kürma-loma-pata- 
channah $asa-srnga-dhanur-dharah / esa vandhya-suto yati kha-puspa-krta-$ekharah?”. 
Says he, ity asya vakyatvabhave “pi kavya-darsanát ‘For we have seen poetry which is 
not a full sentence’. The sentence gopibhih saha viharati harih will be included within 
the scope of poetry on account of the depiction of feeling of love whereas the status of 
poetry is denied to such expressions. Hence the definition propounded by Visvanatha 
is vitiated by both fallacies of the too wide and too narrow definition (ativyapti and 
avyapti). Vàmana's definition ritir atma kavyasya is also not acceptable for riti is an 
external appendage and does not form the inner content of poetry. 


After the definition of poetry, Kavi Karnapúra takes up the treatment of the three 
vrttis (functions) of the word and sense, and studies the theory of dhvani in a 
detailed manner. That is right now not our immediate interest. 





253 On page 17 in the edition of R. S. Nagar. 

254 Kayya-prakàsa 1. 4: tad adosau éabdarthau sagunäv analankrti punah kvapi, “Poetry consists of words 
and their meanings, which are without blemishes (dosas), possessed of excellences (gunas), and are, 
rarely, devoid of poetic figures (alankaras)." 

255 A rough translation of this comic verse would be, “This son of a barren woman, with a crown of 
illusory flowers, covered with a blanket made of the hairs of a turtle and holding a bow made of the 
horns of a rabbit, is leaving." 


160 








6. 1.3. The System of Rasas in the Alankara-kaustubha 


Kavi Karnapúra touches the subject of rasas and bhávas in the fifth kirana of his 
work. V. Raghavan in his work The Number of Rasas, summarizes the position of 
Kavi Karnapúra on the number of rasas in his theory: 


Kavi Karnapüra's Alankära-kaustubha is a regular alankära treatise but it introduces 
some ideas of these Vaisnava älankarikas also [i.e. Ripa Gosvami]. Kavi Karnapüra 
does not give us the classification into mukhya and gauna rasas, and we miss also 
däsya-rasa in his work”. He accepts the eight rasas of Bharata, the santa and the 
vátsalya. To these ten he adds two more, prema and bhakti. Prema is the name he gives 
to the madhura-rasa, the divine $rngära between Krsna and the gopis. He considers 
citta-drava as its sthayi. According to him, this love is not $rngara. He also records the 
view of some who hold srngara as the rasa between Radha and Krsna and says that, in 
that case, premä will be the anga of that srigdra. But, according to himself, premä is 
the angi; $rngära, its anga. This prema, Kavi Karnapüra considers as Love Supreme 
within which every other rasa comes. This view of prema will make it the basic Love 
which, Bhoja also says, lies at the root, as müla-prakrti, of rati and priti. 


A distinction worth mentioning is that between bhakti-rasas and kavya-rasas. 
While we have seen Rüpa Gosvami focus on the five primary bhakti-rasas from the 
point of one's eternal identity, we are here dealing with the whole specter of rasas 
that can be experienced in a poetic work, either by an ordinary sahrdaya, or by a 
rasika devotee. While a devotee is animated by the particular vibhävas in devotional 
poetry that make him experience the joy of his particular personal relationship with 
the Lord, he may also experience other rasas which are not of his own single sthayi- 
bhava, but are present in the heart as less strong saiskáras of previous emotional 
experiences. 

Kavi Karnapüra makes his system applicable to both devotees and ordinary 
sahrdayas, by postulating bhakti as a separate rasa (roughly corresponding to the priti 
or dásya of Rüpa Gosvami). The experience of this bhakti-rasa is immediate, internal 
in the devotees (Kavi Karnapüra uses the term paroksa), while it can be experienced 
indirectly through poetry by the sahrdayas as well, in their case being removed, 
external (Kavi Karnapüra uses the term pratyaksa). The other rasas, if experienced 
by devotees, are transcendent, while the ordinary sahrdayas experience their laukika 
variety. 

In the Alankära-kaustubha, Kavi Karnapüra follows the previous poetic theorists in 
pronouncing Tasa (and dhvani) to be the soul of poetry, the soul of the abstract 
‘kavya-purusa’ (and likening alankaras to the decorations on the body of the kavya- 


A AAA 
256 He includes priti as a subdivision of rati, so it is not absent. 
257 V. Raghavan (1967), p. 146. 
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purusa). He cites the rasa-sütra of Bharata Muni (NS, 6. 34) as the process of the 
manifestation of rasa. 


He then explains the aesthetic components and proceeds to describe the nature of 
rasa. 
vibhavadinám svarüpam aha — 

vibhavo dvividhah syad  alambanoddipanakhyaya 

älambanas tad eva syat sthayindm ásrayo hi tat 

yat tan evoddipayati tad uddipanam isyate 
ebhir eva vyanjakais tu tribhir udrekam ägataih 
ásvüdánkura-kando ‘sau bhävah sthayi rasayate 


The vibhävas or excitants are twofold, the dlambanas and the uddipanas. The 
älambana-vibhäva is the shelter of the sthàyi-bháva, while that which excites the 
sthayi-bhava is called the uddipana-vibhava. When the three ingredients (vibhavas, 
anubhävas and vyabhicaris?*) all appear in a heightened state, they activate the sthayi, 
which is like a root of the sprout of relish (dsvadankura-kanda), to transform into a 


rasa.” (AK, 5. 62) 
The definition of the sthäyi-bhäva is given as follows: 


asvadankura-kando ‘sti dharma kascana cetasah 
rajas-tamobhyarn hinasya  Suddha-sattvataya satah 
sa sthàyi kathyate vijiair vibhävasya prthaktaya 
prthag-vidhatvam yáty esa sámajikataya satam 


The experts call sthayi-bhava a particular function of consciousness which is 
characterized with the quality of Suddha-sattva. It is free from the two lower gunas of 
tamas and rajas, and it is likened to a root of the sprouts of relish. Due to the 
variegatedness of the vibhävas, it is manifold, and manifests in the relishers of poetry. 
(AK, 5. 63) 


He lists the many possible sthayis, first the general eight of Bharata, connected 
with their respective rasas:*. In the vrtti following this enumeration, he quotes from 
the Kavya-prakasa about the inclusion of santa as the ninth rasa, and then turns to 
Bhoja for a justification of the additional two, vatsala and prema, with mamakara 
(possessiveness) and citta-drava (melting of consciousness) as their respective sthäyi- 





258 [n the vrtti, he specifies that the karanas (vibhävas) and käryas (anubhävas) are not really causes 
and effects of rasa, but that the vibhävas are causes in relation to the anubhävas, while vyabhicäris are 
the sahakaris of the anubhävas. 

259 [n the edition I work with, the verses are numbered in a very confusing way. Apparently whole 
bunches of verses are marked with a single number, while the illustrative verses have no numbers at 
all. The devanāgarī in this work is hardly readable. 

200 $rngäre ratir utsaho vire syac choka-vismayau | karunadbhutayor haso hasye bhitir bhayanake I 
jugupsa bibhatsa samjñe kopo raudre “sta natya-gah. 
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a4 7 261 
bhavas””. Bhoja apparently admits them all in both $ravya and drsya art, which Kavi 


Karnapüra readily accepts” 


He agrees with the theory that kávya-rasa appears only in the sämäjikas, and 
RU CAN does not admit it in the same form in the original characters and in the 
actors". He then treats rati in its variegated forms: 


ratis ceto-ranjakata sukha-bhogänukülya-krt 
sd priti maitri sauhärda  bhava-samjñan ca gacchati 
ya samprayoga-visaya sa ratih parikirtita 
samprayogah stri-purusa- vyavahärah satarh matah 
asamprayoga-visayd saiva pritir nigadyate 
sakhi-patnyam pati-sakhe draupadi krsnayor tatha 


Rati (love) is the emotion that has the capacity of delighting the consciousness (ceto- 
rañjakata). lt creates circumstances favorable for happiness and enjoyment. It has 
subvarieties such as priti, maitri, sauharda and bhava. Of those, rati is the love that has 
conjugal enjoyment as its object. Conjugality is love between members of the two 
genders. Non-conjugal love between members of the opposite gender, however, is 
called priti, like the affection between Krsna and Draupadi. (AK, 5. 65) 


Kavi Karnapúra goes on to explain that while priti may shrink at the event of 
inadvertent touching (which is considered improper for persons of the opposite 
gender not married to each other), there is no such difficulty in the friendship 
between members of the same gender, which is called maitri. Sauhärda is a similar 
type of benevolent love that always shines with the same strength. The 
characteristic of priti is that even when two beloved persons of the opposite gender 
meet, no changes in body and mind appear which are otherwise visible in conjugal 
love. 

Kavi Karnapúra now, with great geniality, includes the devadi-visaya-rati in his 
theory. He reasons that in the case of worshippers of the Lord who is all-pervading 
and all-powerful, the worshippers cannot relate to him in conjugal rati, therefore 
their sthayi-bhava is called merely bhava, to distinguish it from other forms of rati. 





261 As was already mentioned in Chapter 3, there is a confusion about the number of rasas in Bhoja's 
voluminous, even contradictory writings. Since Kavi Karnapúra does not cite the exact place in 
Bhoja's works where he quotes from, it is hard to say anything conclusive. Wading through the 
Srngára-prakasa and the Sarasvati-kanthabharana in search of this particular stand of his would be a 
demanding task. 

262 Many theorists apparently admit santa only in poetry ($ravya-kävya) but not in drama (drsya- 
kavya), probably due to the fact that Bharata does not list $anta, and because of the word ‘natye’ in his 
verse enumerating the standard eight rasas. 

26 In his enumeration of the various rasas, he does admit it in the original characters, calling the rasa 
paroksa, ‘internal’ in the original characters, and pratyaksa, ‘external’ in the samdjikas who 
experience it indirectly. 
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That bhava also possesses the quality ceto-rañijakatá, and it matures into bhakti-rasa. 
The word ‘adi’ broadens the meaning to guru and similar objects of bhakti. 

When such bhava directed to the Lord achieves the highest state of maturity 
through repeated sädhana like $ravana and kirtana, it comes to rest in its ultimate 
perfection. Its stages of gradual refinement, rati, bhdva, pürvaräga, raga, anuraga, 
pranaya, prema, sneha and maharaga, are compared to the cooking of molasses. 


yathekstindrh raso hy àmah pakat pakäntarair gudah 
gudo “pi pakatah pake carame syat sitopala 
tathà ratir-bhdva-piirva- räga-rägäkhya-pakatah 
anurdgah sa pramaya-  premabhyam pakam ägatah 
sneha-pakam atho yati mahärägo “yam ucyate 


The raw sugarcane juice is cooked into molasses, and when that is cooked further, it 
reaches the condition of refined sugar. In the same way, rati matures through the 
stages of bhava, pürva-räga, raga, anuräga, pranaya, prema and sneha, and finally 
reaches the highest state called maharaga.* 


The maharaga is visible in the love of the gopis for Sri Krsna, glorified by Uddhava 
in the Bhagavata Purana (10. 47. 59): 


kvemah striyo vana-carir vyabhicara-dustah 
krsne kva caisa paramätmani rüdha-bhavah 
nanv isvaro ‘nubhajato ‘viduso ‘pi saksac 
chreyas tanoty agada-räja ivopayuktah 


How amazing it is that these simple women who wander about the forest, seemingly 
spoiled by improper behavior, have achieved the perfection of unalloyed love for 
Krsna, the Supreme Soul! Still, ic is true that the Supreme Lord Himself awards His 
blessings even to an ignorant worshiper, just as the best medicine works even when 
taken by a person ignorant of its ingredients. 


Kavi Karnapüra glorifies such rüdha-bhava of the gopis as the highest, and proves it 
with a prayer of Uddhava who hopes to be born in Vraja as a blade of grass, to attain 
the dust of the lotus feet of the gopis. In the Sastras, the same desire is nowhere 
documented in relation to Rukmini or Laksmi. 


äsäm aho carana-renu-jusäm aham syam 

vrndávane kim api gulma-latausadhinam 
ya dustyajam sva-janam arya-patham ca hitva 
bhejur mukunda-padavim Srutibhir vimrgyam 


A AAA AA A A ASA 


264 On page 128 in the edition of R. S. Nagar. 
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Uddhava said, ‘The gopis of Vrndavana have given up the association of their 
husbands, sons and other family members, who are very difficult to give up, and they 
have forsaken the path of chastity to take shelter of the lotus feet of Mukunda, Krsna, 
which one should search for by Vedic knowledge. Oh, let me be fortunate enough to 
be one of the bushes, creepers or herbs in Vrndavana, because the gopis trample them 


and bless them with the dust of their lotus feet.’ (Bhag. 10. 47. 61) 


According to Kavi Karnapúra, rasa is defined as that amazing kind of happiness 
which overwhelms the functions of external as well as internal organs. 


bahir-antah-karanayor vyaparantara-rodhakam 
sva-karanadi-samslesi camatkäri sukham rasah 
rasasyananda-dharmatvad aikadhyam bhava eva hi 
upädhi-bhedan nánátvam ratyadaya upädhayah 
präakrtapräkrtabhäsa- bhedad esa tridha matah 


Uniting with its causes and so on, rasa is a wonderful kind of happiness that stops the 
functions of both the external and the internal organs. 

Because of the unified blissful nature of rasa, its bhäva is actually only one. Its 
variegatedness is seen due to the different limited names of it (the different sthayis like 
rati etc.) 


It is of three kinds, prakrta, aprakrta and äbhasa. (AK, 5. 70-72) 


Of the three, prakrta or laukika is the mundane variety of rasas, and aprakrta refers 
to the emotions exchanged between spiritual personalities like Radha and Krsna. 
The abhdsa variety appears where there is impropriety involved in any of the 
ingredients. Kavi Karnapüra is concerned that the relationship between the gopis 
and Sri Krsna is not understood as an example of such impropriety (anaucitya), and 
he quotes from the Rasa-sudhákara: 


He yadyapy ayarı rasabhasah parodha-ramani-ratih 
tathapi dhvani-vaisistyad uttamam kavyam eva tat 


Although the relationship of the parodha nayikä (parakiya) and the nayaka is usually 
understood to be a rasabhasa in poetry, by the special effect of dhvani it is counted as 
the highest, uttama-kavya. 


He then quotes a verse from the Mahabharata (also quoted by Ripa Gosvami in the 
Bhakti-rasamrta-sindhu): alaukikas ca ye bhavah na tams tarkena yojayet. ‘Such bhavas 
are supernatural, and one should not try to understand them with mere logic.” 


AA A AS 

265 Quoted on p. 146 in the edition of R. S. Nagar. 

266 Riipa Gosvami quotes the version starting with acintyah khalu ye bhava, and adds the second line: 
prakrtibhyah param yac ca tad acintyasya laksanam. (BRS, 2. 5. 93) 
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After this discussion of alaukika kinds of rasa, he turns back to its laukika varieties, 
and kävya that describes them. He discusses the appearance of rasa in the sämäjika, 
audience, and acknowledges the wonderful nature of rasa, quoting a verse from the 
Sahitya-darpana. 

rase sára$ camatkäro yam vind na raso rasah 
tac-camatkära-säratve sarvatraivadbhuto rasah”? 


The essence of rasa is wonder (camatkāra) and without it, rasa is not rasa. Because of 
this essential presence of wonder in every rasa, all rasas are ultimately adbhuta-rasa. 


He proceeds to describe all the rasas separately. To the eight of Bharata, he adds 
santa, vätsalya, prema and bhakti-rasa. Of santa, nirveda is the sthayi, samsära-duhkha 
is the alambana, and the punya-tirthas are the uddipana. The anubhäva is visayasakti- 
tyäga. The favorable vyabhicaris are mati, smrti, dhrti and so on. His opinion is that 
this rasa is paroksa (internal) in the anukarya, and pratyaksa (external) in the 
sämäjika. When it is related to Sri Krsna, it is alaukika. He illustrates it with the 
following verse: 


vayo jirnam ha dhik tad api na hi jirno mada-bharah 

slatham carmangebhyas tad api na ragah Slatha iva 
radah sirnás tad api na hi mohah, katham ayam 
janah kamsärätes carana-kamalaya sprhayatu 


Alas! We are condemned! Our age is worn out, but not the burden of our arrogance. 
Our limbs and skin have become slackened, but not so our attachments. Our teeth are 
broken, but not our illusions! How can this be? One should desire the lotus feet of the 
enemy of Kamsa.’® 


Just as in the case of santa, nirveda was raised from the position of a vyabhicdri into 
the position of a sthäyi, and has become a rasa. Similarly, the devadi-visaya-rati is a 
bhava, but also becomes a rasa, bhakti-rasa. He has thus turned the innovations of 
the northern school about santa-rasa to his own advantage, and has established 
bhakti as a rasa as well. 

Before dealing with it, he describes vatsalya and prema-rasas. Of vätsalya, 
mamakära (possessiveness) is the sthayi. It is a one-sided relation. Its alambana is Sri 
Krsna, the vibhavas are His charming crawling, and the anubhävas are embracing 
Him and so on. Vyabhicaris like harsa appear. The rasa is paroksa in Vrajesvari 
Yasodä, and it is pratyaksa in the samajikas. The illustrative verse is as follows: 


A E E 

267 From the vrtti to kárika 3. 3 of the Sahitya-darpana. A statement by a certain Dharmadatta, 
describing the position of Vigvanatha’s great great grandfather Narayana. He believed that rasa is 
ultimately only one, adbhuta. 

268 Page 146 in the edition of R. S. Nagar. 
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äräj janu-karopasarpana-paro jata-smitam saficarann 

añkaroham anápnuvat rurudisä-vimläna-candränanah 
abhyasartham upeksito ‘pasarana-prakrdntayd satvaram 
kanthe-krtya yasodaya na na na na nety äsvasi balo harih 


From afar, baby Hari approaches mother Yasoda crawling on His hands and knees, 
with a smile on His face. He tries to climb into her lap, but when unsuccessful, 
becomes inclined to weep, and His moonlike face becomes withered. As he begins to 


run away, Yasodä quickly catches Him and embraces Him to her neck, while saying 
‘ 
No no no no!’ to console Him.” 


In prema-rasa, the sthayi-bháva is citta-drava. The relationship is two-sided, 
mutually reciprocal. The dlambana in this rasa are the two persons for each other, 
and the uddipanas are the superb virtues of each of them. The vyabhicaris are mati, 
autsukya and such. This rasa is paroksa in Sri Radha and Sri Krsna, and pratyaksa in 
the samajikas. The illustrative verse is the folowing: 


preyams te ‘ham tvam api ca mama preyasiti pravadah 
tvam me prànà aham api taväsmiti hanta pralapah 

tvam me te syám aham iti ca yat tac ca no sädhu radhe 

vyáháre nau na hi samucito yusmad-asmat-prayogah 


O Radhe! When we say to each other, ‘I am Your beloved and You are my beloved’, or, 
“You are my life, and I am Yours’, Tam in You and You are in Me’, in these expressions 
the words You and I are not used properly [i.e. We are united in love, and are no 
longer two persons]. 


Kavi Karnapüra adds that some theorists consider the relationship between Rädhä 
and Krsna to be $rngara-rasa. In that case, he says, prema is a part of that $rngära. 
But in his own theory, he posits prema-rasa as the inclusive rasa, of which srngära is 
but a part. In fact, because all the rasas are ultimately part of prema-rasa, it is their 
reservoir and the most important rasa of all. 


unmajjanti nimajjanti premny akhanda-rasatvatah 
sarve rasäs ca bhavas ca tarangà iva varidhau 


Because prema is the fundamental indivisible rasa, all other rasas and bhävas emerge 
1 ae d E 2 
from it and submerge in it like waves in the ocean. 1 
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Apart from prema, which seems to be the fundamental rasa in Kavi Karnapúra's 
system, he treats bhakti-rasa separately, as it matures from the devddi-visayd-rati. It is 
similar to the Sänta-rasa or priti-rasa of Ripa Gosvami. In this single bhakti-rasa, the 
sthäyi is the bhava previously described as heaving the quality of ceto-rañjakata. The 
älambana is Sri Krsna, and the uddipanas are His glories and so on. The anubhävas 
are headed by citta-drava, melting of consciousness. The appropriate vyabhicärls are 
nirveda, dainya and similar emotions. In the devotees of the Lord, this rasa is 
paroksa, while it is pratyaksa in the samäjikas. The example given is a glorification of 
the Lord by a devotee: 


jaya $rimad-vrndávana-madana! nandätmaja! vibho! 
priyabhirt-vrndarika! nikhila-vynddraka-mane! 
cid-änanda-syandädhi-padaravindäsava! namo 
namas te govindakhila-bhuvana-kandaya mahate 


Glory to the Cupid of Vrndavana, the son of Nanda, the Supreme Lord! He who is the 
jewel of all leaders for the hosts of the gopis! He from whose lotus feet emanates the 
thick nectar of spiritual bliss! Obeisances, obeisances to You, Govinda, who are like 


72 
the great root of the whole creation!“ 


Faithful to his Vaisnava background, Kavi Karnapüra consistently brings his 
examples in connection with Sri Krsna. He concludes that although the Lord is the 
shelter of all possible rasas, he is primarily the personification of $rngara. He 
describes the multifaceted participation of Sri Krsna in various rasas: 


$rngärı radhikayam sakhisu sakarunah ksveda-dagdhesv aghäher 
bibhatsi tasya garbhe vraja-kula-tanaya-cela-caurye prahasi 
viro daityesu, raudri kupitavati turasahi, haiyangavina- 
steye bhiman vicitri nija-mahasi Sami dama-bandhe sa jiyat 


Sri Krsna is a lover to Radhika, compassionate to the sakhas when they are tortured by 
the snake Agha, He is disgusted in the snake's belly, a joker while stealing the clothes 
of the gopis, a hero when fighting with the demons, angry at the wrathful Indra during 
the Govardhana-lila, afraid during the stealing of milk products, amazed at his own 
prowess, and peaceful during the lila of binding. Let Him be victorious!” 


This is the end of our peeking into Alankära-kaustubha, and we turn to 
Madhusúdana Sarasvati for a similar treatment of bhakti-rasa. 


E eS E ee 
272 On page 150 of the edition of R. S. Nagar. 
27 Thid., p. 151. 
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6. 2. The Bhakti-rasayana of Madhusúdana Sarasvati 


6. 2. 1. Madhusúdana Sarasvati 


Another writer who tried to create a working model of the aesthetics of bhakti-rasa 
was Madhusüdana Sarasvati?™, and in this chapter his direction of thinking will be 
more closely examined. He also lived in the time of Ripa Gosvami and was 
admittedly influenced by Sri Caitanya, although another influence, that of advaita- 
vada, is also discernible in his way of reasoning. His famous work, the Bhagavad- 
bhakti-rasäyana (The Elixir of Devotion to the Lord)?” is — like the Bhakti-rasamrta- 
sindhu — at once a theological treatise and a work on the psychology of rasa. 

Biographical accounts hint at his being extremely attracted to the Gaudiya 
Vaisnava movement ignited by Sri Krsna Caitanya, and the young Kamalanayana 
(later to become Madhusúdana Sarasvati), son of Purandara Bhattacarya, left his 
home in Faridpur (East Bengal) to join the Vaisnavas in Navadvipa, Nadiya (West 
Bengal). He, however, missed Sri Caitanya who has already taken sannydsa and 
moved to Jagannatha Puri. The young inquisitive student, disappointed, stayed in 
Navadvipa for some time, studying navya-nyaya, and then resolved to move on to 
Varanasi. He spent the rest of his life there, studying under different Sankarite 
sannyásis 6. He was a protegé of Akbar and a friend of Tulasidasa Gosvami. When 
the latter completed his Ráma-carita-mánasa in the year 1584, and was despondent 
due to the opposition of the orthodox bráhmanas"", Madhusüdana consoled him 
with a verse: 

änanda-känane hy asmin tulasi jangamas taruh 
kavita-mañjari yasya räma-bhramara-cumbitä 


MI eee ee 

274 |t is difficult to come to any conclusion about his dates, as different scholars have widely differring 
opinions. His attraction for Mahaprabhu was obviously born at the time when Mahäprabhu was still 
in this world, up to 1533, while the friendship with Tulasidasa would indicate he was still alive in the 
eighties or nineties of the 16" century. Akbar's reigning time is 1556-1605. 

215 Western scholars working on Madhusüdana Sarasvati are, to my knowledge, Lance Nelson 
(University of San Diego) and Sanjukta Gupta-Gombrich (University of Oxford). Their works, 
however, were inaccessible to me here in India. I work with a Hindi translation of the Bhakti- 
rasäyana done by Janardan Shastri Pandey (Varanasi, 1998). A dissertation has been done at BHU, by 
Devika Majumdar, Gaudiya Vaisnava Drsti mein Bhakti-rasáyana. 

276 His teachers were, Madhava Sarasvati on mimamsa, Rama Tirtha on Vedanta, while Visvesvara 
Sarasvati was his sannydsa-guru, who wanted to test him and ordered him to produce a commentary 
of the Bhagavad-gita. Madhusúdana, answering the challenge, promptly wrote the famous Gudhartha- 
dipika. After accepting sannyása, he lived in Varanasi, in the Gopala Mandir at Chausath Ghat, 
together with Visvesvara Sarasvati. 

277 Because traditionally, the scriptures should be composed in the pure, refined Sanskrit language, 
and not in imperfect vernaculars. The Rama-carita-manasa is written in Avadhi, a dialect of Hindi 
spoken around Ayodhya (Awadh, Oudh). 
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Here in Ananda-kanana (Varanasi), there is a movable Tulasi tree. The buds of its 
poetry are kissed by the bumblebee Rama. 


Madhusüdana Sarasvati is perhaps most well-known by his commentary on the 
7,4218 > A 
Bhagavad-gitá^ ^, and a melodious verse about Sri Krsna: 


vari si-vibhüsita-karán nava-niradabhat 
pitambarad aruna-bimba-phaladharosthat 
púrnendu-sundara-mukhad aravinda-neträt 
krsnät param kim api tatevam aham na jane 


I know of no higher truth than Sri Krsna, whose hands are decorated with a flute, 
whose complexion is like that of new clouds, who is dressed in a yellow silk cloth, and 
whose lips are reddish like the bimba fruit. His face is as beautiful as the full moon, and 
His eyes resemble lotus flowers. 


This charming verse, curiously, appears in one of Madhusüdana Sarasvati's major 
works on advaita, called the Nyayamrtädvaita-siddhi, or short, Advaita-siddhi. It is a 
refutation of the Madhva philosophy of dvaita (specifically, of the work called 
Nyayamrta, by Vyasatirtha). That puts Madhusüdana Sarasvati in a complicated 
position. Apparently, his fascination with bhakti and Sri Krsna has remained strong 
despite a considerable difference in the philosophical foundation for it. It will be 
interesting to see whether his attempt to present bhakti-rasa is as philosophically 
waterproof as that of the Vrndavana Gosvamis. 


6. 2. 2. The Bhagavad-bhakti-rasayana 


The opening verse of the Bhagavad-bhakti-rasäyana was quoted already in Chapter 
4, but is here reproduced for easier reference, along with the opening verse of the 
accompanying tika, also composed by Madhusüdana Sarasvati. 


nava-rasa-militam va kevalam va pum-artham 
paramam iha mukunde bhakti-yogam vadanti 
nirupama-sukha-samvid-rüpam asprsta-duhkham 
tam aham akhila-tustyai Sastra-drstya vyanajmi 


O A 

278 A traditional list of his works is as follows: Gudhartha-dipika on the Bhagavad-gita, Bhagavad- 
bhakti-rasayana, Advaita-siddhi, Advaita-raksanam, Ananda-mandakini, Sandilya-sútra-tika, Bhakti- 
bhasya-nirüpanam, Bhagavata-vyakhya, Vedanta-kalpa-latika, Siddhanta-bindu, Rasa-pañcadhyayi-tika, 
and a few more shorter commentaties. 


170 








For the pleasure of all, I herein explain bhakti-yoga, the path of devotion to Mukunda, 
according to the view of the sdstras. This bhakti is declared to be the highest goal of 
humanity. It consists of the nine different rasas or is an independent rasa in itself. Its 


form is incomparable happiness and complete cognizance, untouched by sorrow. 
(Bhakti-rasayana, 1. 1) 


pada-nakha-nivista-múrtibhir ekadasatám ivavahann istam 
yam samupäste girisas tam vande nanda-mandire kañcit 


I bow down to someone in Nanda's palace. Reflected ten times in the nails of His lotus 
feet, Lord Siva worships Him, as if in eleven forms.” 


The Bhakti-rasáyana is divided into three chapters called ullasas. The first ullasa 
begins with the consideration of the four purusärthas, and the place of bhakti among 
them. Madhusúdana Sarasvati gives the basic definition of bhakti, sthayi-bhava and 
väsanäs, and describes the eleven 'bhúmikas', stages of bhakti. In the dvitiya-ulläsa, he 
proceeds to a more specific definition of bhakti. He describes the possible rasas and 
the process of the transformation of stháyis into rasas. The trtiya-ullasa further 
discusses the rasas, and the accessories in its appearance. 

Before discussing the purusarthas, the work begins with a consideration of the 
different paths to the Supreme, karma, jñana (including astánga-yoga) and bhakti. In 
this theme, the influence of advaita on Madhusüdana Sarasvati's thought is most 
easily discerned. Even though the whole work is undoubtedly devoted to bhakti-rasa 
in title and content, some of the points are nevertheless very similar to advaitic 
doctrines. When the prominence and superexcellence of bhakti is compromised with 
advaitic ideas, it obviously begins to differ from the kind of bhakti preached by Rüpa 
Gosvami, who painstakingly maintains that éuddha-bhakti is far above the desire and 
the occurrence of moksa. What we have in the Bhakti-rasayana is an attempt of an 
advaitist philosopher inclined towards bhakti to delve into the mysteries of bhakti 
with his own acquired apparatus of advaita-vada, through which he approaches the 
verses on bhakti in the Bhagavata Purana. 

His treatment of the four purusärthas and the place of bhakti among them is 
original, for example, he declares that purusdrtha refers to both the goal and the 
means to it. He defines it as duhkhasamsprsta-sukha, happiness untouched by sorrow 
(which was mentioned in his first verse of the Bhakti-rasayana as a quality of bhakti). 
It is therefore only one more step further to pronounce bhakti as a valid purusartha. 
Those who would not agree, he pacifies that bhakti can be seen at least as forming a 
part of either the first or the last purusärtha, dharma or moksa. Such a stance makes 
bhakti subservient to worldly purusarthas, and even its subordination to moksa is not 
the happiest solution. 

A A MEME 


279 The forms of Rudra are eleven. Lord Siva bows down to Sri Krsna, and he is reflected in His ten 
toenails, thus, together with his own form, we come to the number eleven. 
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He bases his treatment of qualification for bhakti on a series of verses from the 
Eleventh Canto of the Bhagavata Purana, where Lord Krsna describes the three 
kinds of yogas to Uddhava. 


$ri-bhagaván uväca 
yogás trayo maya proktä nfnam Sreyo-vidhitsaya 
jñanam karma ca bhakti$ ca nopayo ‘nyo “sti kutracit 
nirvinnänäm jndna-yogo nydsindm iha karmasu 
tesv anirvinna-cittanam | karma-yogas tu kaminam 
yadrcchaya mat-kathádau jata-Sraddhas tu yah pumán 
na nirvinno näti-sakto bhakti-yogo ‘sya siddhi-dah 
tävat karmäni kurvita na nirvidyeta yavata 
mat-kathä-$ravanädau va Sraddha yávan na jäyate 
asmil loke vartamänah sva-dharma-stho ‘naghah sucih 
jfianam visuddham äpnoti mad-bhaktim va yadrcchayä 


Lord Sri Krsna said: My dear Uddhava, because 1 desire that human beings may 
achieve perfection, 1 have presented three paths of advancement — the path of 
knowledge, the path of work and the path of devotion. Besides these three there is 
absolutely no other means of elevation. 

Among these three paths, jñana-yoga, the path of philosophical speculation, is 
recommended for those who are disgusted with material life and are thus detached 
from ordinary, fruitive activities. Those who are not disgusted with material life, 
having many desires yet to fulfill, should seek perfection through the path of karma- 
yoga. 

If somehow or other by good fortune one develops faith in hearing and chanting My 
glories, such a person, being neither very disgusted with nor attached to material life, 
should achieve perfection through the path of loving devotion to Me. 

As long as one is not satiated by fruitive activity and has not awakened his taste for 
devotion characterized by $ravanam kirtanam visnoh (Bhag. 7. 5. 23) one has to act 
according to the regulative principles of the Vedic injunctions. 

One who is situated in his prescribed duty, free from sinful activities and cleansed of 
material contamination, in this very life obtains transcendental knowledge or, by 
fortune, pure devotion unto Me. (Bhag. 11. 20. 6-10) 


Read superficially, these verses do not seem to put bhakti above the other two 
paths. Madhusüdana Sarasvati prescribes the path of jñána to those whose minds are 
not soft, and bhakti to those whose minds are soft. While all men are generally 


ee 


280 ye does, however, a few pages earlier, quote a series of verses from the Bhägavata which speak 
unanimously about the supremacy of bhakti: tasmán mad-bhakti-yuktasya yogino vai mad-átmanah / na 
jiiánam na ca vairägyam prayah $reyo bhaved iha, "Therefore, for a devotee engaged in My loving 
service, with mind fixed on Me, the cultivation of knowledge and renunciation is generally not the 
means of achieving the highest perfection within this world." yat karmabhir yat tapasa jñana- 
vairagyatas ca yat | yogena däna-dharmena $reyobhir itarair api [| sarvam mad-bhakti-yogena mad- 
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qualified for bhakti in his view, he reserves jñána for those qualified through the four 

prerequisite sádhanas??'. He also separates them according to their form: bhakti is a 

savikalpaka-citta-vrtti and jñána is a nirvikalpaka-citta-vrtti. lt would have been 

appreciated if there would have been more stress on bhakti as the ultimate path 

ee to anyone, even the jfidnis, as many of the verses in the Bhagavad-gita 
or, 

For the Gaudiya Vaisnavas, however, $uddhä-bhakti is the paribhasa of the whole 
Bhagavad-gitä and the Bhagavata Purana, and they do not allow jñana, yoga or karma 
to become even nearly as prominent as bhakti, at any step. Faith in bhakti, as 
passingly mentioned in the Bhägavata verses above, is extraordinary, obtained only 
by the mercy of other devotees and the Lord Himself. Only when such faith is 
attained, can one gain a proper perspective about the other paths, and see their utter 
inferiority in comparison with pure bhakti. For example, a series of famous verses in 
the prayers of Lord Brahma to Bhagavan Sri Krsna, after the Brahma-vimohana-lila: 


jñāne prayásam udapäsya namanta eva 
jivanti san-mukharitam bhavadiya-vartam 
sthäne schitah $ruti-gatäm tanu-van-manobhir 
ye präyaso ‘jita jito ‘py asi tais tri-lokyam 


Those who, even while remaining situated in their established social positions, throw 
away the process of speculative knowledge and with their body, words and mind offer 
all respects to descriptions of Your personality and activities, dedicating their lives to 
these narrations, which are vibrated by You personally and by Your pure devotees, 
certainly conquer Your Lordship, although You are otherwise unconquerable by 
anyone within the three worlds. 


sreyah-srtim bhaktim udasya te vibho 
klisyanti ye kevala-bodha-labdhaye 
tesám asau klesala eva Sisyate 
nänyad yatha sthüla-tusavaghátinam 


My dear Lord, devotional service unto You is the best path for self-realization. If 
someone gives up that path and engages in the cultivation of speculative knowledge, 








bhakto labhate ‘iijasa / svargapavargam mad-dhäma kathañcid yadi vañchati, "Everything that can be 
achieved by fruitive activities, penance, knowledge, detachment, mystic yoga, charity, religious duties 
and all other means of perfecting life is easily achieved by My devotee through loving service unto 
Me. If somehow or other My devotee desires promotion to heaven, liberation, or residence in My 
abode, he easily achieves such benedictions.” (Bhäg. 11. 20. 31-33) 

281 The four sddhanas in Vedantic study are nityanitya-viveka, ihamutrarthaphala-bhoga-viraga, Samadi- 
satka-sampattih (Sama, dama, uparati, titiksa, samädhäna, $raddha), and mumuksutva. (Vedanta-sara, 1. 
15 

rd example, bahinam janmanám ante jnanavan math prapadyate / vasudevah sarvam iti sa mahätmä 
sudurlabhah (Be. 7.19), or, kleso ‘dhikataras tesam avyaktdsakta-cetasam (Bg. 12.5). 


173 








he will simply undergo a troublesome process and will not achieve his desired result. 
As a person who beats an empty husk of wheat cannot get grain, one who simply 
speculates cannot achieve self-realization. His only gain is trouble. 


pureha bhüman bahavo “pi yoginas 
tvad-arpiteha nija-karma-labdhaya 
vibudhya bhaktyaiva kathopanitaya 
prapedire ‘fijo ‘cyuta te gatim param 


O almighty Lord, in the past many yogis in this world achieved the platform of 
devotional service by offering all their endeavors unto You and faithfully carrying out 
their prescribed duties. Through such devotional service, perfected by the processes of 
hearing and chanting about You, they came to understand You, O infallible one, and 
could easily surrender to You and achieve Your supreme abode. (Bhag. 10. 14. 3-5) 


Madhusúdana Sarasvati represents the group of advaita-sannyásis who are more 
favorable to the concept of bhakti than their advaitic background would indicate. lt 
is known that advaita-vada does not outright deny the validity of bhakti but just 
subordinates it to the final kaivalya, and makes it a mere means to the end. If one 
ignores or hides away that ultimate offense to the superiority of bhakti, it begins to 
seem as if we are dealing with the Gaudiya kind of the understanding of bhakti. We 
meet with such a philosophy in the Güdhärtha-dipikä and the Bhakti-rasayana of 
Madhusúdana Sarasvati. Other known personalities of this type would perhaps be 
Sridhara Svami, the known commentator of the Bhagavata Purana (although his 
commentary nowhere seems decidedly advaitic), or Prakäsänanda Sarasvati, another 
Sañkarite sannyási and a contemporary of Madhusüdana, who readily admitted to Sri 
Caitanya that his explanation of bhakti as superexcellent is much more sound than 
what passes as Sankara’s doctrine. The amazing fact is that even Sankaräcärya 
himself is sometimes understood as a double personality, ultimately favoring bhakti to 
Näräyana above all else. Even other great Vaisnava äcäryas may include advaita in 
their philosophies of bhakti, for example, Vallabhäcärya calls his doctrine 
éuddhadvaita, or pure monism, to counter Sankara’s kind of monism that has become 
asuddha because of allowing maya or avidyà to contaminate the ever pure Brahman. 
Rämänuja’s system is also known as a special brand of advaita, qualified monism or 
visistädvaita. The distinctions between advaita and bhakti have been blurred and 
negotiated for centuries, and the Gaudiya Vaisnavas, some would say, are perhaps 
too sharp in their denigration of all kinds of mixtures of advaita and bhakti. But it is 
a fact that only the Gaudiya school, faithful to the Bhagavata Purana, is able to 
consistently defend the supreme position of suddha-bhakti, and its fruit non- 
different from itself, bhagavat-prema. The Bhagavata Purana is an extremely 
devotional, outspoken text, and it would be difficult to interpret it in the light of the 
strict Vedäntic kind of advaita. Madhusúdana Sarasvati, then, when dealing with the 
devotional texts like the Bhagavad-gita and the Bhdgavata Purana, seems to be 
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submissive to their direct message more than Sankara is known to have been at least 
in his philosophical writings, and the result is an outspoken glorification of bhakti 
with slight admixtures of the importance of the path of jñana. 

For example, in his Güdhärtha-dipika, Madhusüdana Sarasvati divides the eighteen 
chapters of the Bhagavad-gita into three consecutive parts, first dealing with karma, 
the second with bhakti, and the third with jñana?”. While the Gaudiya äcäryas here 
consider bhakti to be the secret highest topic of the Bhagavad-gita, hidden between 
the two external and subordinate paths of karma and jñana, Madhusúdana 
apparently has no difficulty with jñāna coming at the conclusion of the scripture. 
While Sankara, in his introduction to the Bhagavad-gità, only speaks of the nivrtti- 
märga (jfidna) and pravrtti-märga (which seems to include both karma and bhakti, 
mere preparatory stages for jñana), Madhusüdana Sarasvati in the introduction to 
his own commentary on the Bhagavad-gita seems to be eager to give a greater space 
to bhakti. 

karma-nisthä-jnäna-nisthe kathite prathamantyayoh 
yatah samuccayo násti tayor ativirodhatah 
bhagavad-bhakti-nistha tu madhyame parikirtita 
ubhaydnugata sa hi sarva-vighnäpanodini 
karma-misrä ca Suddha ca jñána-misra ca sá tridha 


Commitment (nistha) to karma and jñana are described in the first and last of the 
three sections since there is no direct correlation between the two, as they are 
completely opposed to one another. Therefore commitment to bhagavad-bhakti is 
glorified between them. Bhakti follows both and rids each of all obstacles. It is of three 
kinds: karma-misra, $uddha and jnäna-misrä. (Introduction, verses Se 


His logic is that karma in itself cannot lift one directly to jáána; one needs the 
help of bhakti in between to rise to the platform of jñana. Here, obviously, bhakti is 
only a means, a purificatory preparation for advaitic jñána, a proposition certainly 
annoying to the Gaudiya dcaryas. But when one already despairs about 
Madhusúdana's stance on bhakti, he surprises one and all with bhakti being present 
at the stage of nirvikalpa-samadhi, where he says that without bhakti, further stages 
are not possible at all. This is a strange sudden outburst of his own appreciation of 
bhakti, not warranted by the advaita-vada. For example, a few verses later in his 
introduction to the Güdhartha-dipika, he describes a person who has attained 
nirvikalpa-samadhi: 


evam-bhüta brahmanah syat varistho brahma-vadinam 
A MO an — 
283 [v is possible that this is his own idea, since it is not present in the commentaries of either Sridhara 
Svami, Sankara or Ramanuja. The Gaudiya äcäryas seem to have accepted it from him, for example 
Vigvanatha Cakravarti Thakura, but he explains it differently than Madhusúdana Sarasvati. 
284 Swami Gambhirananda (Tr.), Bhagavad-gitä with the Annotation Gudhartha-dipika by 
Madhusüdana Sarasvati (Kolkata 2007), p. 21. 
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gunätitah sthita-prajio visnu-bhaktas ca kathyate 


Such a person is the brahmana and the greatest of brahma-vadis. He has overcome the 


influence of the three gunas, his intelligence is fixed, and he is a devotee of Visnu. 
(Introduction, verse 28) 


To support his statement with credible Upanisadic wisdom, Madhusüdana quotes 
the famous verse from the Svetasvatara Upanisad (6. 23), 


yasya deve pará bhaktir yatha deve tatha gurau 
tasyaite kathita hy arthah prakäsante mahatmanah 


Unto those great souls who have implicit faith and devotion to both the Lord and the 
spiritual master are all the imports of Vedic knowledge automatically revealed. 


He seems to treat bhakti initially as a purificatory practice, while the parä-bhakti at 
the higher stages of advancement is something perhaps more unique to him: 


pürva-bhümau krea bhaktir uttaräm bhümim änayet 
anyathä vighna-bahulyat phala-siddhih sudurlabha 


The devotion that was performed in the previous stages must now be brought to this 
higher stage. Otherwise, because of the many obstacles, the attainment of the result of 
one’s sadhana is difficult. (Introduction, verse 32) 


Here, he still seems to be treating bhakti as a mere means to the phala-siddhi, 
attainment of the results of sadhana, whatever they are. But at the stage of jivan- 
mukti, he asserts, bhakti should no more be imagined as a means to attain any result, 
and it finally shines in its own perfection. 


evar prág-bhümi-siddhav apy uttarottara-bhümaye 

vidheya bhagavad-bhaktis tam vina sá na siddhaye 

jivan-mukti-dasayam tu na bhakteh phala-kalpana 
advestrtvádivat tesäm svabhävo bhajanam hareh 


After the attainment of a particular stage, bhakti is always prescribed as a means to 
attain the next stage. Without it, there can be no perfection. But at the stage of jivan- 
mukti, there is no more imagination of the result of bhakti (ie. it becomes an end in 


AR AAA 

285 The verse perhaps mirrors the statements in the Bhagavad-gita such as brahma-bhütah 
prasannätmä na £ocati na kanksati / samah sarvesu bhütesu mad-bhaktimn labhate param, “One who is 
thus transcendentally situated at once realizes the Supreme Brahman and becomes fully joyful. He 
never laments or desires to have anything. He is equally disposed toward every living entity. In that 
state he attains para-bhakti to Me.” (Bhagavad-gita, 18. 54) 
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itself). Just like the qualities such as the absence of hostility are natural to the jivan- 
muktas, so is worship of Hari. (Introduction, verses 36-7) 


a then proceeds with a famous quote from the Bhagavata Purana (1. 7. 
’ 
ätmärämä$ ca munayo nirgranthä apy urukrame 
kurvanty ahaitukim bhaktim ittham-bhüta-guno harih 


All different varieties of self-satisfied sages who are already beyond following the 
scriptural rules and regulations are attracted to worshipping the Lord in pure devotion 
because of His overpowering virtuous nature. 


He wraps up this discussion on bhakti with a telling verse from the Bhagavad-gita, 
which again shows his partiality for jñana: 


tesam jñant nitya-yukta eka-bhaktir visisyate 
priyo hi jfiánino ‘tyartham aham sa ca mama priyah 


Of these, the one who is in full knowledge and who is always engaged in pure 
devotional service is the best. For | am very dear to him, and he is dear to Me. 


(Bhagavad-gita, 7. 17) 


In general, his treatment of bhakti does it slightly more justice than Sankaräcärya’s 
interpretations, but one is nevertheless always afraid of the final shock, of bhakti 
being a mere means to be discarded in the final stage. The Gaudiya Vaisnavas 
become suspicious whenever jñana is equated or even made superior to bhakti, which 
immediately reveals a confusion of ultimate goals and perfections. Unlike 
Madhusúdana Sarasvati’s path of advancement which is taken from Sankaräcärya in 
its general outline and uses bhakti or glorifies it only here and there, the Gaudiya 
understanding of bhakti is bhakti from beginning to end, it is a full, perfect path to 
perfection, complete in itself, and it matures by its own purifying influence into the 
éuddha-bhakti glorified in the Sastras, without any need for extraneous endeavors 
and sidetracked interests. 

Madhusúdana Sarasvati’s theory of bhakti, then, is a compromise between the 
advaitic and the Vaisnava understanding of bhakti. In the Bhagavad-bhakti-rasayana, 
Madhusúdana quotes extensively from the Bhagavata Purana, especially from its 
Eleventh Canto, where Lord Krsna instructs Uddhava in a very detailed manner. 
According to the Gaudiya acaryas, the summum bonum of the Bhagavata, its 
ultimate topic, is the äsraya, the Supreme Lord"whose divine lila is described in the 
Tenth Canto. Much like the bhakti section of the Bhagavad-gita which is hidden 
between the two less important sections of karma and jfidna, in the Bhagavata we 
also find the highest bhakti described in the Tenth Canto, which then apparently 
becomes overshadowed with jñana in the Eleventh Canto. Many are the hurdles and 


177 











ditches in understanding astra by one's own meagre intelligence, and this last- 
minute focus on jñana in the Bhagavata Purana is perhaps one of the most 
formidable for a casual reader. 

Let us now turn to the verses of the Bhagavad-bhakti-rasäyana. In it, bhakti as a 
theological principle is treated with a side-by-side acceptance of the speculations of 
aesthetic theorists. We have seen Ripa Gosvami and Kavi Karnapúra agreeing with 
the poetic and aesthetic theorists on the wonderful, otherworldly nature of rasa, 
which they justified with the ontologically blissful nature of bhakti. Madhusúdana 
Sarasvati, in a similar vein, is careful to maintain the supremacy of the experience of 
bhakti, and the supremacy of Sri Krsna pitted against the devadi-visayá-rati, defined 
by him as love for the devatds other than Sri Krsna: 


ratir devadi-visaya vyabhicari tathorjitah 

bhavah prokto raso neti yad uktam rasa-kovidaih 

deväntaresu jivatvad paränanda-prakäsanät 
tad-yojyam paramänanda- rüpe na paramätmani 

kantadi-visaya và ye rasädyäs tatra nedrsam 
rasatvam pusyate pürna- sukhäsparsitva-käranät 
paripirna-rasá ksudra- rasebhyo bhagavad-ratih 

khadyotebhyo ivaditya- prabheva balavattará 


The knowers of rasa have declared that devadi-visayä-rati and the vyabhicari expressed 
through vyafijaná are merely bhavas and cannot become rasas. That can only hold true 
for the lesser devatas other than the Supreme Soul, Sri Krsna, because these lesser 
devatäs are mere jivas and there cannot be supreme bliss in love for them. All of the 
mundane rasas such as $rngära also cannot reach the highest joy due to their always 
being at least slightly touched by sorrow. Bhagavad-rati becomes rasa in its fullness, 
and shines with great strength like che sun, while these other trifling mundane rasas 
are like glowworms in its presence. (Bhakti-rasäyana, 2. 74-78) 


Like Bopadeva, Madhusúdana Sarasvati turns to the Bhagavata Purana for the 
variety of emotions expressed in relation to the Lord, and includes kama, krodha, 
bhaya and sneha as possible emotions, later on specifying whether they qualify for 
bhakti-rasas or not. His general definition of bhakti is as follows: 


drutasya bhagavad-dharmad dhara-vahikatam gata 
sarveso manaso vrttir bhaktir ity abhidhtyate 
citta-dravyam hi jatuvat svabhavat kathinatmakam 
tapakair visayair yoge dravatvam pratipadyate 
kama-krodha-bhaya-sneha- harsa-Soka-dayadayah 
tapakas citta-jatunas tac-chäntau kathinas tu tat 


VEU HE AO 
286 Whole books have been written along these lines, for example, Daniel P. Sheridan, The Advaitic 
Theism of the Bhagavata Purana (Delhi, 1986). 
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Bhakti is a function of the mind which has melted due to the practice of bhagavad- 
dharma, and has become like an unbroken stream of attention (to Bhagavan). 
Consciousness is by nature hard like lac, and it can melt in the presence of melting 
agents (tapakas), which are the objects of its attention. 

The presence of melting agents such as kama, krodha, bhaya, sneha, harsa, Soka, daya 
and so on, melts the consciousness, while their disappearance makes the consciousness 
hard again. (Bhakti-rasáyana, 1. 3-5) 


This melting nature of consciousness is the basis of Madhusüdana Sarasvati's 
theory, and we can recall the corresponding terms in other theories we have met so 
far, for example Ripa Gosvami's definition of bhava: prema-süryamsu-sämya-bhak / 
rucibhis citta-másrnya-krd asau bhäva ucyate, “Bhava is like a ray of prema, melting 
the consciousness with its rays.” (BRS, 1. 3. 1) Madhusüdana Sarasvati supports his 
theory with the sankhya doctrine, that the objects of sense perception leave an 
impression in the consciousness of the perceiver: grhnáti visayakäram mano visaya- 
yogatah, “In contact with the objects, the mind accepts their respective forms.” 
(Bhakti-rasäyana, 1. 20) In accordance with this explanation, he proceeds with a 
definition of a vdsand and a vasanabhása (mere shadow of a vásana): 


drute citte viniksiptas vakäro yas tu vastuna 
samskara-vasana-bhava- bhavana-Sabda-bhag asau 
$ithili-bhava-mätram tu mano gacchaty atäpakaih 
na tatra vastu visati väsanätvena kiñcana 
dravatayam pravistam sad yat käthinya-dasam gatam 
cetah punar drutau satyam api tan naiva muficati 


The objects impress their own form into the melted consciousness, and that impression 
is known by the names samskara, väsanä, bhava and bhävanä. 

If the objects do not have the strength to melt the consciousness, they only succeed to 
make the consciousness slightly softer. But the impression does not remain. [That is 
called a vasanabhasa.] 

But if the consciousness did melt, the impression will remain even if the mind then 
becomes hard again [like colors diluted in melted lac]. (Bhakti-rasayana, 1. 6-8) 


When describing the mundane aesthetic experience, he calls the joy experienced 
in mundane rasas paränanda, ‘higher bliss’, and distinguishes it from paramänanda, 
highest bliss’, which appears in the bhakti-rasas. His definition of the sthayi-bhava is 
as follows: 

sthayi-bhava-gira ‘to ‘sau vastv-akaro ‘bhidhiyate 
vyaktas ca rasatàm eti pardnandataya punah 

bhagavan paramananda- svarüpa svayam eva hi 
mano-gatas tad àkaro rasatäm eti puskalam 


179 








With the notion sthayi-bhava we designate that form of the object which, upon 
becoming manifest, with the help of higher bliss, transforms into a rasa. 

The Lord, however, is the very form of supreme bliss, and when His form is imprinted 
in the mind, it attains the condition of a superexcellent rasa. (Bhakti-rasäyana, 1. 9-10) 


His explanation of the aesthetic experience is based on advaitic concepts. 
Everything is ultimately Brahman, and so even mundane objects are ultimately part 
of Brahman and thus full of joy and knowledge. But since they are most of the time 
covered with the function of mäya, their spiritual nature remains hidden. When, 
however, for a moment the covering of maya is removed in the aesthetic experience, 
the light of Brahman shines through for a second in the consciousness filled with 
sattva, and that is the momentary blissful experience of mundane rasa. Since there is 
a relation to mundane objects, however, this mundane rasa is always slightly less 
perfect than the manifestation of bhakti-rasas. 


kantadi-visaye ‘py asti karanam sukha-cid-ghanam 
karyákarataya ‘bhane ‘py dvrtarh mayayd svatah 
sad-ajñatam ca tad brahma meyam käntadi-mänatah 
mäyä-vrtti-tirobhäve vrttyā sattva-sthayä ksanam 
atas tad eva bhävatvam manasi pratipadyate 
kifica nyunan ca rasatäm yati jädya-vimisranät 


Even in the case of mundane objects, the reason for their appearance is Brahman, the 
source of everything, full of cit and sukha, but they appear to be covered by mäya. 
Brahman, which is sat, eternally existing truth, and unknowable (ajñata), appears 
measurable and attainable (meyam) when it is covered with the idea of mundane 
objects. For a moment, the function of maya may become suspended in the minds of 
those filled with sattva. 

At that time they are able to experience the appearance of mundane rasa in their 
minds. But its quality is slightly less [than the bhakti-rasa in relation to the uncovered 
Brahman in the form of the sac-cid-inanda-bhagavan], because of the admixture of 
dull matter. (Bhakti-rasäyana, 1. 11-13) 


Surely, the impression of the Lord in the consciousness melted by bhakti is the 


supreme goal: 
bhagavantam vibhum nityam pürnam bodha-sukhatmakam 
yad grhnati drutam cittam kim anyad avasisyate 


When the melted consciousness accepts into itself the all-pervading, eternal and 
perfect Supreme Lord, who is the abode of happiness and spiritual awakening, what 


else remains to be done? (Bhakti-rasäyana, 1. 30) 


Naturally, many of the analogies in the Bhakti-rasáyana are related to melting. In 
some characters, the consciousness is either so hard that no object can melt it and 
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Imprint itself into it, or it is easily melted but unable to keep the impressions in 
itself. Madhusüdana Sarasvati adds a simple word of wisdom: 


kathinyath visaye kuryad dravatvarh bhagavat-pade 
upäyaih Sastra-nirdistair anuksanam ato budhaih 


With the help of processes described in the sastra, one should continually strive for 


hardness in relation to worldly objects, and to meltedness in relation with the Lord. 
(Bhakti-rasayana, 1. 32) 


He quotes wonderful verses that praise the ability of the consciousness to melt in 
relation with the Lord, for example, 


tad asma-säram hrdayam batedam yad grhyamanair hari-nama-dhyeyaih 
na vikriyetatha yada vikaro netre jalam gätra-ruhesu harsah 


Certainly that heart is made of stone which, in spite of one's chanting the holy name 
of the Lord with concentration, does not change when ecstasy takes place, tears fill the 
eyes and the hairs stand on end. (Bhag. 2. 3. 2) 


He proceeds with a description of the stages, bhümikas of bhakti, eleven in number, 
and supports the enumeration with plenty examples from the Bhagavata Purana. 


upayah prathama-skandhe näradenopavarnitäh 
samksepát tan aham vaksye bhümi-bheda-vibhagatah 
prathamarh mahatám seva tad-dayá-pátrata tatah 
$raddhätha tesam dharmesu tato hari-guna-Srutih 
tato raty-ankurotpattih svarüpadhigatas tatah 
prema-vrddhih paränande tasyatha sphuranarh tatah 
bhagavad-dharma-nisthä ‘tas svasmirns tad-guna-Salita 
premno ‘tha paramakasthety udita bhakti-bhúmika 


The upayas in bhakti have been enumerated by Narada Muni in the First Canto of the 
Bhägavata Purana. 1 here describe them only briefly, according to different phases. 
The first stage is mahatam seva (serving the devotees), then comes tad-daya-pátrata 
(becoming the recipient of their mercy), next is $raddha (faith) in the dharmas they 
are committed to, and then hari-guna-Sruti (hearing about the virtues of Hari). Then 
comes raty-ankurotpatti (the sprouting of love) and then the attainment of one's 
constitutional spiritual position (svarüpadhigata). Then in great bliss, the divine love 
(prema) increases, and becomes increasingly manifest. Then one becomes fixed in 
bhagavad-dharma, and notices the qualities of the Lord appearing in his own person. 
These are the stages of bhakti, of which prema is the supreme final stage. (Bhakti- 
rasayana, 1. 33-36) 
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The correlation with other theories of advancement in bhakti is immediately 
apparent, for example with Rüpa Gosvami's stages of progress, beginning with adau 
Sraddha tatah sädhu-sangah (BRS, 1. 4. 15-16). Between the two, minimal differences 
exist; mostly limited to terminology. Madhusúdana also calls the appearance of rati 
the sprouting of rati’, a phrase also used by Ripa Gosvami, and Kavi Karnapüra. 


In the second ulldsa, Madhusúdana turns to the specific bhakti-rasas, determined 
by their various causes. 


drute citte pravistà ya govindakarata sthira 
sá bhaktir ity abhihita visesas tv adhunocyate 
citta-druteh karananám bhedad bhaktis tu bhidyate 
tany uktäni samksepad vyakhyayante ‘dhund sphutam 


When the form of Govinda becomes steadily imprinted into the melted consciousness, 
that is called bhakti, and it will now be explained in detail. Due to the different causes 
of melting, it is divided into separate rasas, which will now be clearly described. 


His system of bhakti-rasas is as follows: 


1. kama, divided into sambhoga and vipralambha 

2. dvesa born of irsyd, of two kinds: a desire for the destruction of the object of dvesa 
(as in Sisupäla) or love for the object of dvesa (as in the gopis angry with Krsna’ 
pastimes with other gopis), which is actually rati 

3. bhayam, which is the cause for dvesa, as in Kamsa 

4. sneha, divided into vatsalya and preyán (dasya, sakhya and a mixture of both), 

5. harsa, divided into pure harsa in realization of the Lord, and häsa, vismaya and 
utsäha (divided into dayotsaha, danotsaha, and dharmotsaha) 

6. Soka, born of separation from the beloved person 

7. jugupsa, of three kinds: udvegini (of blood etc.), ksobhini (of ghosts etc.), and 
suddha (dehendriyadi-duhkhatva-vicarana-purahsara) 

8. Sama born of vairägya. 


Of those, dharmotsäha, dayotsaha, all three forms of jugupsa as well as fama cannot 
become rasas (dharma-vira, daya-vira, bibhatsa and Santa), because they are not 
directed to any object. Dvesa born of irsyá or bhaya cannot become a rasa even if it 
has Sri Krsna as its object (as in Kamsa and Sisupala)?””. 


A e 
287 Madhusúdana writes that it can only become bhakti in their next life, when the obstacles to 
positive love are removed (BR, 2. 55), and adds that those who presently worship the Lord with such 
dvesa may hope for the same result, or, if their minds are not melting, then their result is similar to 
King Vena’s, who is an example of one who was not able to focus one’s mind on the Lord neither 
positively nor negatively, and attained a destination not very desirable. 
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It is interesting to see harsa among the sthdyis, especially since it seems to include 
varieties which are elsewhere counted as separate sthayis (hasa, vismaya and utsaha). 
As in Bopadeva, we see an inclination to follow the verses in the Bhagavata Purana 
(7. 1. 29-30), which has proven to be a difficult task for anyone who tried. Sama is 
kept separately in its own sphere of vairdgya, and we are happy to notice that it is 
not treated as the final end of all variegated rasas, as was the case in the Para-bhakti- 
sütras quoted in Chapter 1. This means that Madhusüdana Sarasvati values bhakti- 
rasas not only in an ephemeral way, but allows them to be forms of ultimate 
perfection. 

The last, third ullasa of the Bhakti-rasäyana, studies the elements of the experience 
of rasa in more detail, and contrasts the mundane rasa experience with the 
otherworldliness of the bhakti-rasas. Madhusúdana Sarasvati has probably made 
bhakti-rasa acceptable to many who are outside the sphere of influence of the 
Vaisnava äcäryas, and he frequently takes care to position himself within the realm 
of mimänsic, naiyäyic and vedantic rules of argument. 
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cyámaa sundara-vigrahaa tribhuvanádh&aa mudd nartayal 
lélayá lalitálayaa tata-layaa táruéya-helá-yutam 
mat-svänte rasa-bhávuke nava-rasaà sáraa giräa salgirad 
rädhäyäü pragayollasad-vilasitaa läsyaà vidadhyát sada 


The pastime of Sri Radha’s dancing playfully makes the beautiful Syama, the Lord of 
the three worlds, dance along with joy. It is the abode of graceful gestures in slow 
rhythm and shines with supreme affection, brimming with youthfulness and loving 
feelings. Let the /äsya dance of Radha, a glimpse of which devours the essence of 
speech, always create a new rasa in my heart, which is so eager to taste it. 
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7. 1. Devotional Drama 


This chapter is devoted to the discussion about the relation between devotional 
drama and the arousal of bhakti-rasa caused by it. Let us try to articulate the purpose 
of Ripa Gosvami's bhakti-rasa theory and the help of drama in it, as he conceives it. 
In the Bhakti-rasämrta-sindhu, we find a famous series of verses, beginning with 
‘nave raty-añkure jate’ (“When the sprout of bhagavad-rati is still young, devotional 
drama is helpful in its growth”). It will form a basis for a discussion about the 
assistance of drama in enhancing one’s emotion towards the Lord. In that sense, the 
potential of an individual devotee for a specific bhakti-rasa, although the rasa is in a 
sense eternally predestined and unchangeable, may nevertheless pass through stages 
of qualitative and quantitative improvement. There is the possibility of ‘upward 
mobility’ within the system — attributed to the highly attractive nature of Sri Krsna 
and the more intimate rasas in relation to Him. A few traditional historical 
examples testify to that fact. 

It is of course necessary to discuss the difference in the way drama is apprehended 
by the general audience, and devotional drama as seen by devotional eyes. Ripa 
Gosvami does acknowledge the help of the concept of generalization even in 
devotional drama, but for him it is only a means to the end, the end being very much 
defined in terms of bhagavad-bhakti, and not mere enjoyment of poetry. 

The most interesting part of the comparison between devotional drama and direct 
prakata-lila of Bhagavan, seen or heard about, is the fact that both use their 
attractive nature to drag an observer right into their time and place. It is interesting 
to see the parallels between both. The idea of deep emotional empathy is greatly 
valued by Ripa Gosvämi, and other commentators agree, citing examples of 
impressing degrees. Visvanatha Cakravarti, for example, remarks that a certain 
actor, playing the role of King Dasaratha in a drama about Sri Rama, actually died 
on stage while experiencing the pain of separation from his exiled son. 

Of course, aspiring to such an extreme level of intensity may perhaps not appeal to 
everyone, but nevertheless, efforts to attain emotional softness and absorption are 
closely related to the ideal of perfection within the Caitanya sampradaya. The 
rägänugä-bhakti, as it is called, consists of mentally approximating the feelings of a 
particular associate of the Lord, and ends in attaining the same status of an 
emotionally rich associate of the Lord. Such a practice has striking similarities with 
the idea of the audience in the theatre coming under the influence of sadharani- 
karana, as Abhinavagupta would say. Here, drama in a classical sense merges with 
the concept of the nitya-lila of Sri Krsna, and it is interesting to see the related 
points. 
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7. 1. 1. Nave raty-ankure jate ... kincit tat-kavya-natyayoh 


Towards the end of the sthäyi-bhava-lahari in the daksina-vibhaga of the Bhakti- 
rasämrta-sindhu, Rapa Gosvami addresses the difference between his own aesthetic 
theory and the classical one: is the experience of bhakti-rasa a matter of poetry and 


drama only? 


etesän tu tathäbhäve bhagavat-kävya-nätyayoh 
sevam ähuh param hetum kecit tat-paksa-räginah 
kintu tatra sudustarka- mädhuryadbhuta-sampadah 
rater asyah prabhavo ‘yarn bhavet käranam uttamam 
maha-Sakti-vilasátmá bhävo 'cintya-svarüpa-bhak 
raty-akhya ity ayam yukto na hi tarkena badhitum 
bharatad yuktir esa hi praktanair apy udahrea 


acintyäh khalu ye bhavah na tams tarkena yojayet 
prakrtibhyah param yac ca tad acintyasya laksanam 


Some scholars partial to poetry and drama are of the opinion that the involvement in 
poetry and drama about the Lord is the primary cause of the aforementioned aesthetic 
components. However, the ultimate cause of the aesthetic components is the power of 
love itself, which is the wonderful perfection of a sweetness (madhurya) that is beyond 
reason. That emotion called love (rati) is part of the inconceivable divine nature 
(acintya-svarüpa) and its essence is the playful emanation of the great power (maha- 
éakti-vilasatma). As such, it cannot be invalidated by reason. Indeed, the ancients have 
illustrated this with a passage from the Mahabharata (Udyoga-parva): Those emotions 
are indeed inconceivable, and one should not try to comprehend them with mere 
logic. Inconceivable is defined as something that is beyond all ordinary nature. (BRS, 


2. 5. 90-93) 


In the devotional aesthetic experience, the aesthetic components are aroused by 
the inconceivable love for Sri Krsna which is the sthayi-bhava, and in turn they 
augment the sthäyi to the point of the experience of bhakti-rasa in the heart of a 
devotee: 

vibhavatadin aniya krsnadin mañjula ratih 
etair eva tathábhütaih svam samvardhayaty asau 
yatha svair eva salilaih paripürya balahakan 
ratnalayo bhavaty ebhir vrstais tair eva varidhih 


This charming love makes Sri Krsna and related factors into an excitant and other 
related aesthetic components, and then expands itself by means of these very 
components. This process is just like the ocean which, having filled clouds with its 
own water, increases itself by means of this very rain water. (BRS, 2. 5. 94-95) 
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Much of the devotional literature of the Gaudiya-sampraddya can be defined as 
descriptions of the arousal of the sthayi in a devotee's heart, with the help of the 
accompanying ingredients of the devotionally inspired aesthetic experience, to the 
point of intense bhakti-rasasvada**. These experiences are most often described in 
relation to the nitya-parikaras of the Lord, and obviously it would be foolish to deny 
the experience of bhakti-rasa to them, when they are the strongest and most ideal 
examples of its appearance. 

Their exemplary response to the excitants, corresponding quantitatively to the 
amount of Krsna-rati in their hearts, in turn acts as an ideal mould, an exemplary 
model, for devotees reading or hearing these descriptions. Just as the aesthetic 
experience can be broadened from the controlled environment of the theatre to all 
kinds of circumstances of reading, hearing or watching the poetry being played out, 
recited, or simply read on one's own, so the devotional aesthetic experience is 
broadened to include recitations of scripture, solitary reading about the Lord's nama- 
rüpa-guna-lilä, watching religious dramas of Krsna-lila, the kirtana-yaträs and so on. 

The controlled environment such as the one in the theatre is helpful to the degree 
chat it assists the audience in focusing exclusively on the Lord, which is perhaps 
slightly more difficult to attain on one's own2®?. However, one’s budding relationship 
with the Lord should remain a matter very much individual and unpretentious, and 
external displays of emotion are, unless fully natural and pure, highly discouraged in 
traditional Gaudiya Vaisnava culture. The acaryas of the Gaudiya-sampradaya have 
occasionally been mocking the professional devotional performers, who may play 
expertly the many devotional roles like Narada Muni or Visnupriya, the chaste wife 
of Mahaprabhu’”, but they are in their everyday life far away from the ideal 
integrity of the emotional perfections of these devotees”. Certainly, devotional 
drama is meant to arouse the devotional sentiments in the public, and ideally it 
should deeply inspire the actors as well — who should themselves be devotees and not 
mere professionals. But the sign of a devotee whose love of God has attained the 





288 The major part of scriptures such as the Bhakti-rasämrta-sindhu, or the Bhagavata Purána, is just 
that — poetic descriptions of the devotional aesthetic experiences by various devotees in direct or 
indirect contact with the Supreme Lord. 

289 In drama, the vibhavas and so on can be potently presented in forms perceivable with all the 
senses, and thus the experience tends to be more intense than, for example, reading drama on one's 
own. But if there are too many discrepancies in the drama which hinder the development of the 
appropriate rasas in the spectators, then it may well be true that one is better off on one's own, 
reading and visualizing the pastimes of the Lord as described in the sastras. 

2% Her devastation at the time of the Lord’s sannyasa is frequently the theme of theatrical 
performances, as well as her exemplary widowed life afterwards, spent in highly renounced devotional 
practices. 

291 Srila Bhaktisiddhänta Sarasvati Thakura would jokingly call such actors ‘yatra-dale narada’, the 
Narada Muni in the group of actors, which implied mere expertise in all kinds of devotional 
anubhavas and sättvikas, but no corresponding emotion in the heart which would change his life for 
the better. 
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dawn of maturity would be that even outside such dramatical circumstances his 
bhakti-rasa is potently aroused by the mere appearance of the appropriate excitants. 
Rúpa Gosvami puts it this way: 


nave raty-ankure jäte hari-bhaktasya kasyacit 
vibhavatvadi-hetutvam  kiñcit tat-kavya-natyayoh 
harer isac-chruti-vidhau rasdsvadah satàm bhavet 
rater eva prabhävo ‘yarn hetus tesam tathäkrtau 
mädhuryadyasrayatvena krsnadims tanute ratih 
tathänubhüyamänäste — vistirnam kurvate ratim 
atas tasya vibhavadi- catuskasya rater api 
atra sahäyakam vyaktam mitho ‘jasram aveksyate 


In the case of the inexperienced devotee in whom love has only sprouted, a poem or 
drama about Hari may be somewhat effective in providing the excitants and other 
aesthetic components. But saints with mature love can experience rasa upon hearing 
about Hari in the slightest degree; and in this case, the cause of the aesthetic 
components is clearly the powerful influence of their love. Love makes Sri Krsna and 
related factors into vessels of sweetness, and then when Krsna and the related factors 
are experienced as such, they expand the love. Therefore, here a perpetual and mutual 
support can clearly be seen between this love (the foundational emotion) and the four 
remaining aesthetic components (the excitants, indications, responses and the 
transitory emotions). (BRS, 2. 5. 96-99) 


Jiva Gosvami and Visvanätha Cakravarti in their commentaries to these verses 
seem prone to the conclusion that theatre in itself is not even highly indispensable 
in the lives of the devotees. Since the mainstay of the experience of bhakti-rasa is 
the Krsna-rati in the hearts of the devotees, theatrical performances act only as 
external catalysts for its arousal. Nevertheless, poetic expression remains a valuable 
tool for the proper presentation of devotional sentiments, as is amply evidenced in 
the many aesthetic-cum-religious works and extensive poetry of the many bhakti- 
sampradáyas. Even without dramaturgical arrangements, hearing about the pastimes 
of the Lord has been the obsession of the devotees for ages. Jiva Gosvami cites the 
examples of Hanuman who keeps hearing the Ramayana again and again, or Pariksit 
Maharaja who sat spellbound for seven days without food and drink, simply feasting 
on the Lord’s lila. The Vraja-gopis themselves glorify the amazing effects of hearing 
about the Lord, in their famous Gopr-gita (Bhäg. 10. 31. 9): 





292 The verses of the Gopi-gitä are wonderfully poetic, all composed in the melodic metre Rajahamst 
(named after a female royal swan, due to their comparable gracefulness). The caesura (regular break 
in recitation of every line) is after the sixth syllable. An amazing poetic embellishment of these verses 
is that in every line, the first and seventh consonant are always the same, as well as all first and 
seventh wovels in all the four lines of every verse. 
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tava kathämrtam tapta-jivanam kavibhir iditam kalmasapaham 
$ravana-mangalam $rimad-atatam bhuvi grnanti ye bhüri-da janah 


The nectar of Your words and the descriptions of Your activities are the life and soul 
of those suffering in this material world. These narrations, transmitted by learned 
sages, eradicate one’s sinful reactions and bestow good fortune upon whoever hears 
them. These narrations are broadcats all over the world and are filled with spiritual 
power. Certainly those who spread the message of Godhead are most munificent. 


If the performers of devotional dramas are not devotees, they do not possess real, 
extraordinary Krsna-rati, and therefore cannot bestow it upon the public. If the 
public are not devotees, they also do not possess Krsna-rati, and can only experience 
ordinary mundane rasäsväda, or are affected momentarily with raty-übhása, which 
sinks into oblivion as soon as they return home. Ideally, real Krsna-rati is a 
contagious permanent attachment to the service of the Lord and a concomitant 
detachment from objects or activities unfavorable for that engagement. Potent 
bhakti-rasdsvada, manifesting from such Krsna-rati with the help of the excitants 
and so on, should be the result of a successfully performed devotional drama. 

Sometimes, the devotees may see dramas performed by actors whose qualifications 
are more professional than devotional, and by the influence of their own Krsna-rati, 
the bhakti-rasdsvada is nevertheless manifest in the hearts of the devoted audience. 
This obviously means that the performers were only external causes of its 
appearance, and could not have brought the Krsna-rati into the hearts of the 
audience if it was not there to start with. The more impeccable the character of the 
performers — and closer to the actual qualities of the roles they are representing — 
the deeper will be the appreciation of the public and their subsequent experience of 
bhakti-rasa. 

In India, many semi-devotional troupes are active, consisting of members who, 
although professionals in a sense, are nevertheless somewhat affected with 
devotional ideals?”. It is seen that upon their arrival into a certain Indian city where 
they present their row of Krsna-lila, Rama-lila or Gaura-lila performances, the public 
responds most emotionally in the first few days, when their appreciation of the 
actors is highest. Through the days, however, the public becomes familiar with the 
actors and it becomes more and more difficult to see divine beings behind the actors 
with their semi-divine qualities. 

Ripa Gosvami is concerned that all the elements of devotional aesthetic 
experience are present in a pure form, not deformed by any impropriety or 


293 An adequate presentation of such religious dramas can be found in: John Stratton Hawley, At Play 
with Krishna — Pilgrimage Dramas from Brindavan (Delhi, 1992). Norvin Hein likens them to their 
medieval Christian counterpart and chooses to call them ‘miracle plays’ in his work, The Miracle Plays 
of Mathura (New Haven, 1972). 
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contamination. Krsna-rati is very potent in itself, but when there is impropriety in 
the presentation, it contracts itself, and bhakti-rasdsvdda becomes impossible: 


kintv etasyah prabhävo ‘pi vairipye sati kuñcati 
vairüpyan tu vibhavader anaucityam udiryate 


When there is a deformity in the excitant or any other aesthetic component, then 
even the power of love contracts itself. A deformity is defined as an impropriety 
(anaucityam) in the aesthetic components. (BRS, 2. 5.100) 


Srila Vigvanatha Cakravarti lists examples of such anaucitya in his commentary to 
this verse. In the case of devotional dramas, the anaucitya may be in the audience, in 
the actors, or in the presentation itself — for example, the irregularities in the 
depicted characters incompatible with their actual behavior or age, and so on. If 
Radha is depicted as older than Krsna, then the appreciation for Their relationship 
shrinks. The same sort of improprieties may also be present in poetic works, and 
there also, the rati becomes restricted. 

As we have already discussed in Chapter 5, Ripa and Jiva Gosvamis accept the 
notion of sädhärani-karana, generalization, in the experience of bhakti-rasa. Rupa 
Gosvami explains it in the following three verses: 


alaukikya prakrtyeyarn sudurüha rasa-sthitih 
yatra sddharanataya  bhavah sadhu sphuranty ami 
esäm sva-para-sambandha- niyamänirnayo hi yah 
sadháranyam tad evoktam bhävanam pürva-süribhih 
tad uktam $ri bharatena — 
saktir asti vibhavadeh kapi sadharanikrtau 
pramáta tad-abhedena  svayam yaya pratipadyate iti 


Because of its extraordinary nature, the state of rasa, wherein all the aesthetic 
components clearly appear as generalized, is extremely difficult to understand. 
Ancient sages have defined the generalization of the aesthetic components as the 
disregard of the sense of ‘my’ and ‘another’. Sri Bharata has said: In generalized actions 
there is a special power of the excitants and other aesthetic components by which the 
experiencer comprehends them as his own. (BRS, 2. 5. 101-103) 


Jiva Gosvami comments that the extraordinary Krsna-rati in the hearts of the 
devotees facilitates an identification in their mind, with the devotees of the past 
who possess the same kind of extraordinary rati. According to the sameness of the 
rati (the sthayi-bhava), the bhakti-rasa that manifests from it is also of the same type 
as in the characters of the past. He adds that the generalization is effective in the 
case of the sthayi-bhava as well as in all other aesthetic components, beginning with 
vibhävas. He quotes a line of verses from the Sahitya-darpana on the same subject: 
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vyaparo ‘sti vibhavader nàmna sädhärani-krtih 
tat-prabhävät parasyäsan páthodhi-plavanadayah?* 
utsahadi-samudbodhah sadharanyabhimanatah 
nrnám api samudrädi- langhanadau na dusyati 
sädhäranyena ratyádir api tadvat pratiyate 
parasya na parasyeti mameti na mameti ca 
tad-asvade vibhavadeh paricchedo na vidyate 


A special function exists in the excitants and other aesthetic elements, known as 
sadharani-karana or sádharani-krti (generalization, or universalization). By its 
influence, the acts of the hero are perceived by the spectators as if they would be their 
own. Although the acts of the heroes may be extraordinary and beyond the power of 
men, it is not a fault on the part of spectators to identify with the characters and 
awaken their particular bhavas in their own consciousness (like utsaha in the case of 
Hanuman who jumped over the sea). By the process of generalization, the bhavas like 
rati observed in the characters of the play are apprehended by the spectators as if their 
own. In the tasting of rasa, the relisher makes no distinction about the aesthetic 
components, such as whether the sentiments are of the hero or one’s own, or not of 
the hero and not one’s own. (Sahitya-darpana, 3. 9-12) 


Jiva Gosvami comments that there should be no fear or shame in identifying with 
the bhavas of the associates of the Lord through the process of generalization. 
Visvanätha Cakravarti presents concrete examples: a devotee hearing the recitation 
of the Ramayana may become enthused with the mood of Hanuman when he jumped 
over the ocean, and in the joy of the vicarious experience of that bhava the devotee 
may jump up the audience, giving up all shyness, and imitate Hanuman’s prowess. 
Vigvanatha Cakravarti adds an extraordinary example of the depth of sentiment 
achieved through generalization: an actor taking the role of Dasaratha in a drama 
about Lord Ramacandra, upon hearing that the Lord left for the forest, became so 
absorbed in the feelings of separation that, like Maharaja Dasaratha, he gave up his 
life right on the stage. 

The next two verses in the Bhakti-rasämrta-sindhu explain the generalization for 
the devotees in more detail: 


duhkhadayah sphuranto ‘pi jatu suiyataya hrdi 
praudhananda-camatkara- carvanam eva tanvate 
parasrayatayapy ete jatu bhantah sukhadayah 
hrdaye paramänanda- sandoham upacinvate 


294 All the versions of the Sahitya-darpana I was able to consult have an additional line here: pramata 
yad abhedena svatmanam pratipadyate. This line seems to correspond in meaning to the line 
sädhäranyena ratyadir api tadvat pratiyate. Shaligram Shukla Shastri, Sahitya-darpanah (Delhi, 1977), 
pp. 54-55. 
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The sufferings of the previous devotees appear in the hearts of the present devotees as 
if they were their own, but along with it, an astonishing taste of intense bliss is also 
experienced. 

On the other hand, when the present devotee perceives the happiness of the previous 
devotees, he is happy to see them happy and so experiences the highest joy in his 
heart. (BRS, 2. 5. 104-5) 


We now turn from the field of drama to the higher implications of generalization. 
In Gaudiya Vaisnava culture, the act of approximating and embodying the 
sentiments of the eternal associates of the Lord is not attempted as mere aesthetic 
enjoyment. It is purposely practiced with concentrated attention and seriousness, for 
its goal could not be more serious than it is — reentering the eternal pastimes of the 
Lord in the humble role of an emotionally susceptible assistant. 


7. 2. The Eternal Drama of Krsna-lila 


In the situation of the present-time devotees who turn for inspiration to the 
scriptures which depict the devotional experiences of the eternal associates of the 
Lord, we encounter a special variety of sädhärani-karana or generalization. The 
feelings of ideal devotees with whom one shares the same sthäyi-bhäva are not only 
‘enjoyed’ in a depersonalized way, but are more and more deeply ‘imagined’ and 
accepted as one’s own?”. ‘Imagined’ seems like a bad word, but advancement on the 
path of bhakti is often a combination of one’s intuition about the direction in which 
one desires to move, blessed by the words of the $ästra, guru and likeminded sadhus, 
and divine as-if-accidental revelations, amplified and-pursued with carefully chosen 
pieces of inspiration. Ripa Gosvami touches this topic in his Upadesamrta: 


tan-nadma-riipa-caritadi-sukirtandnu- 
smrtyoh kramena rasand-manasi niyojya 

tisthan vraje tad-anurägi jananugami 
kalam nayed akhilam ity upadesa-saram 


The essence of all advice is that one should utilize one’s full time — twenty-four hours a 
day - in nicely chanting and remembering the Lord's divine name (nama), 
transcendental form (riipa), qualities (guna) and eternal pastimes (lila), thereby 
gradually engaging one’s tongue and mind. In this way one should reside in Vraja 
[Goloka Vrndavana dhama] and serve Krsna under the guidance of devotees. One 
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295 p= c S = > E ; 
Rüpa and Jiva Gosvamis both use the word abhimäna here, ‘conceit’ or ‘self-conception’, used in a 
positive sense of one's spiritual identification. 
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should follow in the footsteps of the Lord's beloved devotees (tad-anuragi-janänugami), 
who are deeply attached to His devotional service. (Upadesamrta, verse 8) 


This instruction of the Upadesämrta is closely related to a pair of verses in the 
sadhana-bhakti-lahart of the pürva-vibhäga of the Bhakti-rasämrta-sindhu: 


krsnam smaran janam cásya  prestham nija-samihitam 
tat-tat-katha-ratas casau kuryad vasam vraje sada 
seva sadhaka-rüpena — siddha-rüpena cätra hi 
tad-bhava-lipsuna karya vraja-lokanusaratah 


Remembering the form of Sri Krsna, and His dear associates who have inclinations for 
service similar to one's own, one should always live in Vraja and absorb oneself in 


topics related to them. 
Following the inhabitants of Vraja, one should perform external devotional acts in 


one's physical body, and internal devotional acts in one's siddha-deha (perfected form), 
with a desire to emulate the bhavas of the eternal associates of the Lord. (BRS, 1. 2. 


294-5) 


Since these two verses are probably among the most exalted and esoteric in all of 
Gaudiya Vaisnava literature, we should honor them by first studying the preparatory 
stages, the qualifications of the practitioners, and the overall implications of such 


practices very minutely. 


7.2. I. Vaidhi and Raganuga Kinds of Sadhana-bhakti 


The sädhana-bhakti-lahari in the púrva-vibhaga of the Bhakti-rasamrta-sindhu is 
one of the most extensive laharis. In it, Srila Rúpa Gosvami defines sadhana-bhakti 
as a regulated practice that leads to the awakening of bhava. In its practicing stage, 
bhakti may appear to be a more or less impressive mechanical going-through-the- 
motions of religious acts characteristic of a devoted heart. Eventually, through 
Divine Grace and persistent practice, the soul awakens in devotion and continues to 
perform the same devotional acts, now prompted by its own reawakened bhava. 


krti-sadhya bhavet sadhya- bhava sā sadhanabhidha 
nitya-siddhasya bhavasya  prakatyam hrdi sadhyata 


Action of the senses, which produces the stage of bhava, is called sadhana-bhakti. This 
attained state of bhava-bhakti (sadhyatä) is an eternal sthayi-bhava which is not 
created, but simply manifests within the soul by the spiritual energy of the Lord. (BRS, 
1. 2. 2) 
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Sadhana-bhakti is divided into two subvarieties or rather stages: vaidht and 
rägänugä. When it is prompted by the rules and orders of the scriptures, bhakti is 
called vaidhi-sadhana-bhakti, and when it matures to the point that the inducement 
for devotional activity is not scriptural injunctions but spontaneous attraction to 
serving the Lord, it is called rágánugá-sádhana-bhakti?6. It is still a variety of 
sadhana-bhakti and the practice does not cease, rather, quite naturally, it increases 
and intensifies. [t is not a slackening of ascetic rigidity by those who imagine they 
have suddenly become very advanced, it is a silently personal, sometimes not so 
easily discernible change in the quality of impetus for bhakti, in the consciousness of 
a particular devotee. Rüpa Gosvami quotes from the Paficarätra: 


surarse vihita-Sästre harim uddisya ya kriya 
saiva bhaktir iti prokta raya bhaktih para bhavet 


O Surarsi, all activities prescribed in the scriptures with the Lord as the object are 
called vaidhi-bhakti. By the performance of vaidhi-bhakti, one attains pará-bhakti 
(prema, raga). (Quoted in BRS, 1. 2. 13) 


7. 2. 2. Vaidhi-sadhana-bhakti 


The adhikari for such vaidhi-bhakti is described as someone who, by the mercy of 
the devotees, has attained the rare fortune of faith in bhakti, and who is neither too 
renounced nor too materially attached." All human beings have a right to perform 
bhakti, just as bathing in the sacred rivers is anyone's right. Ripa Gosvami divides 
the adhikaris into three levels, uttama, madhyama and kanistha, according to their 
degree of faith, realization and consequent maturity of practice. When the four 
kinds of candidates for bhakti enumerated in the Bhagavad-gita (7. 16) get rid of the 
erip of their initial concerns by the grace of the Lord and His devotees, they become 
qualified for pure bhakti. Vi$vanatha Cakravarti Thakura gives examples of all four 
varieties (arta, jijnasu, arthartht, jfani): Gajendra, being greedy to attain the 
sweetness of the Lord, gave up his desire to get relief from suffering and thus became 
a pure devotee. The sages headed by Saunaka gave up the desire to hear about 
Svargaloka and other topics through the association of Sita, and became pure 
devotees. Dhruva by the mercy of the Lord gave up the desire for a kingdom and 


2% Ripa Gosvami mentions that in other Vaisnava sampradayas (specifically in the Vallabha- 
sampradáya), these two varieties are sometimes known as maryäda-märga (the path of propriety, 
rules) and pusti-märga (the path of grace) respectively. 

297 The verse by Ripa Gosvami seems to follow a similar statement in the Bhagavata Purana, 
yadrcchaya mat-kathadau jata-Sraddho ‘stu yah puman / na nirvinno natisakto bhakti-yogo ‘sya siddhi- 
dah (Bhag. 11. 20. 8) 
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became a pure devotee. The Kumäras by the mercy of the Lord gave up the desire for 
liberation and became pure, personalist devotees. 

Ripa Gosvami convincingly argues about the supremacy of bhakti over the 
ordinary social and mundane religious duties, quoting sarva-dharman parityajya 
(Bhagavad-gita 18. 66) and a famous verse from the Bhagavata Purana (11. 5. 41) 
stating that one who has surrendered to the lotus feet of Mukunda has no more debts 
to the demigods, sages, other living entities, family members, humankind or 
forefathers. 

The bulk of the sádhana-bhakti-lahari is an enumeration of the various possible 
practices within bhakti, called añgas, which are classified as either single actions (like 
prandma) or complex practices consisting of different parts of engagement (like 
arcana, the worship of the Deity). 


atha angani — 

guru-padäsrayas tasmát krsna-diksadi-Siksanam 
visrambhena guroh seva sádhu-varmanuvartanam 
sad-dharma-precha bhogadi- tyagah krsnasya hetave 

nivaso dvärakadau ca gangäder api sannidhau 
vyavaharesu sarvesu yavad-arthanuvartita 

hari-väsara-sammäno dhatry-asvatthadi-gauravam 

esäm atra dasanganam bhavet prarambha-riipata 


The preliminary ten angas of bhakti are as follows: 1) taking shelter of the guru, 2) 
taking initiation and receiving knowledge, 3) serving the guru with respect, 4) 
following the rules of scripture as approved by the acaryas, 5) inquiring about the 
ultimate dharma, 6) renouncing enjoyment to gain the mercy of the Lord, 6) residing 
in Dvaraka or other holy places, or near the Ganga, 7) remaining simple in 
maintaining the body and in general behavior, 8) observing the Ekädasi-vrata, 9) 
respecting the amalaki, asvattha and other sacred items. * 


Of these preliminary ten, the first three are most important. The next ten are 
perhaps less central to the practice of bhakti, but are favorable for its healthy growth, 
for example, avoiding the association of non-devotees, not becoming subjected to 
lamentation or other extreme emotions, not showing disrespect to the other devatas, 
not hurting other living beings, not committing any sevd-aparadha and so on”. 
Rapa Gosvami calls these twenty the door to bhakti, and then lists another forty- 
four, such as marking the body with Vaisnava tilaka, serving the Tulasi plant, 
observing Kartika-vrata, and the rest of the famous, known practices within bhakti, 
like $ravanam, kirtanam, smaranam, vandanam, arcanam, atma-nivedanam and so on. 
The number of angas thus rises to sixty-four. Of all of them, the last five are said to 
be most important: 





28 The full list of the angas can be found in Appendix 4. 
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$raddha visesatah pritih S$ri-mürter anghri-sevane 

$rimad-bhägavatärthänäm asvädo rasikaih saha 
sajatiyasaye snigdhe sädhau sangah svato vare 

näma-sankirtanam $riman- mathura-mandale sthitih 
añganam pañcakasyasya purvam vilikhitasya ca 

nikhila-Sraisthya-bodhaya punar apy atra kirtanam 

durühadbhuta-virye ‘smin S$raddha dūre ‘stu pancake 

yatra svalpo “pi sambandhah sad-dhiyam bhava-janmane 


Serving the Deity with great faith and love, relishing the message of the Bhagavata 
Purána in the association of sensitive devotees, befriending like-minded superior 
devotees who are affectionately inclined, performing nama-sankirtana, and residing 
within Vraja-mandala, these five items have been mentioned before, but are repeated 
again to point out their superiority among all angas. 

Their potency is inconceivable and astonishing. What to speak of having faith in 
them, even if there is just a slight contact with these items, persons devoid of offenses 


can attain the level of bhava. (BRS, 1. 2. 90-93, 238) 


Ripa Gosvami lines up a beautiful row of illustrative verses for each of the añgas 
(BRS, 1. 2. 97-243). Let us savor the last five examples”. The first one, glorifying the 
attractive features of Sri Marti, probably refers directly to the worshipable Deity of 
Ripa Gosvami, Govindadeva (govindakhyam hari-tanum), whose temple stands 
relatively close to Kesi Ghat on the bank of the Yamuna in Vrndavana. Of course, 
the Deity and the Lord Himself are non-different, and the distinction fades into the 
mystery of His appearance right there on the steps of Kesi Ghat, illuminated by the 


moonlight: 


smeräm bhangi-traya-paricitäm saci-vistirna-drstim 
vamsi-nyastädhara-kisalayam ujjvalam candrakena 
govindakhyam hari-tanum itah kesi-tirchopakanthe 
má preksisthas tava yadi sakhe bandhu-sange ‘sti rangah 


My dear friend, if you are indeed attached to your worldly relations, do not look at the 
smiling face of Lord Govinda as He stands on the bank of the Yamuna at Kesi Ghat. 
Casting sidelong glances, He places His flute to His lips, which seem like newly 
blossomed twigs. His transcendental body, bending in three places, appears very bright 
in the moonlight. (BRS, 1. 2. 239) 


Jiva Gosvami comments, “Using his own sweet words, the author, in five verses 


that follow, expresses his ecstasy about the last five items. By saying, ‘Do not look”, 
the author actually means that one must look at Sri Krsna. ‘By experiencing the 


299 Examples for the sixty-four añgas are mostly from the scriptures, but these last five are authored by 
Rupa Gosvami. 
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sweetness of the Lord's form, you will consider everything else to be insignificant. 
Therefore, look at that form of Krsna!’ This is the intention of the prohibition.” 

The next illustration praises the Bhagavata Purana through vyaja-stuti (indirect 
eulogy) and aprastuta-prasamsa (reverted praise), two poetic devices”: 


anke nitah sapadi dasama-skandha-padyavalinam 
varnäh karnadhvani pathikatam anupurvyad bhavadbhih 
hamho dimbhah parama-Subhadán hanta dharmdartha-kaman 
yad garhantah sukha-mayam ami moksam apy äksipanti 


It appears that the sounds of the verses of the Tenth Canto of the Bhagavata Puräna 
have right now traversed the path of your ears. Oho, you fools! Therefore you are now 
deriding the most auspicious goals of dharma, artha and kama, and dare to reject even 
moksa, which is full of happiness! (BRS, 1. 2. 240) 


The next example describes a devotee of the Lord and the inspiring influence of 
his personality: 


drg-ambhobhir dhautah pulaka-patali mandita-tanuh 
skhalann antah-phullo dadhad atiprthum vepathum api 
drsoh kaksam yavan mama sa purusah ko ‘py upayayau 
na jane kim tavan matir iha grhe nabhiramate 


Ever since I saw a certain person whose body was washed with his own tears, whose 
hairs were standing on end, and who stumbled along with a joyous heart while 
quivering to the extreme, I do not understand why my mind is not happy anymore in 


my home. (BRS, 1. 2. 241) 


The reason for this dawning of vairägya in the observer is the fact is that this 
particular devotee carries the bhava of Krsna-rati, visible by the sättvikas and 
anubhävas, and the observer who happens to see him is attracted to the devotee 
himself as well as to the Lord, the object of affection of the devotee. This again 
proves that the development of Krsna-rati depends not on any dramatic relish, but 
on the simple, potent association of advanced devotees. The next verse glorifies the 
amazing effects of the holy name, a manifestation of the Lord so supremely dear to 
the devotees. Since $ravanam and kirtanam are always tied to each other, this verse 
describes the bliss of both: 


300 Jiya Gosvami explains vyäja-stuti as ‘praising an object by criticizing it’, and aprastuta-prasamsa as 
‘introducing irrelevant topics in reference to the topic at hand, such as praising the effect instead of 
the cause, praising the cause instead of the effect, praising the general instead of the particular, or 
praising the particular instead of the general, or stating the similarity’. All of the verses are full of 
alliteration (repetition of the same syllables or letters) and other poetic embellishments. 
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yad-avadhi mama Sita vainikendnugita 
$ruti-patham agha-Satror nama-gatha prayata 
anavakalita-piirvam hanta kam apy avastham 
tad-avadhi dadhad-antar-manasam $amyativa 


Ever since the cool songs of the names of Sri Krsna sung by Narada, the player of the 
vind, have entered the path of my ears, I have fallen into an amazing state never 
experienced before, and my mind has become pacified. (BRS, 1. 2. 242) 


Jiva Gosvami comments that the state described in the verse (kdm apy avastham) is 
prema. The songs about the Lord are cooling because they satisfy the thirst of the 
devotees for hearing about the Lord, and because they calm down the heat of 
mundane life. The last of the five examples describes the beauty of Mathura-mandala 
(referring to both the city of Mathura and the broader Vraja-mandala). One can 
only imagine its beauty in the days gone by: 


tata-bhuvi krta-kantih $yamala yas tatinyah 
sphutita-nava-kadambalambi-küjad-dvirepha 
niravadhi-madhurimnà manditeyam katham te 

manasi kam api bhavam kanana-$ris tanoti 


The splendor of the forest of Vrndavana is beautified due to its being situated on the 
banks of the Yamuna, where buzzing bumble-bees cling to the newly blooming 
kadamba flowers. It is decorated with unlimited sweetness. How is it that it produces 
such an inexplicable emotion in my heart? (BRS, 1. 2. 243) 


The commentators ascribe the appearance of the inexplicable bhava in the heart of 
a devotee to the fact that the forest of Vrndavana is intimately connected with Sri 
Krsna, who is present in it, and who is also non-different from it. The point is 
further developed in the next verse: 


alaukika-padarthanam acintya-Saktir idrsi 
bhavam tad-visayam capi ya sahaiva prakäsayet 


The inconceivable power of these extraordinary five añgas is such that they will 
manifest both bhava and the object of bhava, Sri Krsna, at the same time [in the heart 


of a devotee]. (BRS, 1. 2. 244) 


Ripa Gosvami declares that rati (bhava) is the main fruit of the practice of the 
various añgas of devotion, even though other lesser fruits have been mentioned in 
the Sástras to encourage those on lower levels of understanding. Similarly, although 
sästric evidence can be found where varnasrama-dharma is included within bhakti, 
Rapa Gosvämi insists that it is a preliminary level leading to bhakti, but is not its 
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direct anga”. In the works of the Gaudiya-sampradaya, bhakti is always clearly kept 
on a separate level, on its own supreme pedestal far above karma, jñana, vairagya, 
yoga, sankhya and so on. 


jhäna-vairägyayor bhakti- pravesayopayogita 
isat prathamam eveti nängatvam ucitam tayoh 
yad ubhe citra-kathinya- hetü prayah satam mate 
sukumara-svabhaveyam bhaktis tad-dhetur ¡rita 
kintu jnana-virakty-adi- sadhyam bhaktyaiva siddhyati 


Jüüna and vairágya are suitable for entering bhakti, being somewhat useful in the 
beginning stages of bhakti, but they are not considered añgas of bhakti. 

Because these two practices (jiäna and vairägya) generally make the heart hard, the 
authoritative devotees have concluded that bhakti alone, whose nature is very tender, 
is the cause of entering into bhakti. 

However, the goals of jüäna, vairágya and other processes can be achieved by bhakti 


itself. (BRS, 1. 2. 248-9, 51) 


Ripa Gosvami and his commentators quote amply from the Bhagavata Puräna to 
substantiate their position, and declare that the function of vairagya — to slacken 
one’s attachment to matter — is taken over by bhakti itself on the devotional path: 
there is no need for extraneous detachment when strong attachment to Sri Krsna 
easily overrides all other attachments. The final position of Srila Ripa Gosvämi on 
vairdgya is a pair of verses famous for their high level of applicability in the everyday 
life of devotees: vairágya can either be utilitarian, in a positive sense, with the 
satisfaction of the Supreme Lord as its object, or it can be a debilitating ‘attachment 
to being detached’, a mere vairägya for the sake of vairagya, which is obviously 
detrimental to the purpose of bhakti. 


anásaktasya visayan  yatharham upayunjatah 
nirbandhah krsna-sambandhe yuktath vairagyam ucyate 
prapañcikataya buddhya hari-sambandhi-vastunah 
mumuksubhih parityago vairägyam phalgu kathyate 


The vairágya of that person who employs objects suitable for devotional development, 
while remaining detached from them, is said to be suitable for bhakti. The objects 
should be persistently related to Krsna. 





3! An example of such Sästric reference would be: Visnu Purana (3. 8. 9): varnas$ramacaravata 
purusena parah pumän / visnur aradhyate pantha nanyat tat-tosa-karanam, “The Supreme Lord Visnu 
is to be worshipped by human beings through the duties of varnäsrama. There is no other path for 
satisfying the Lord.” To counter this verse, Rupa Gosvami quotes from the Bhagavata Purana (11. 20. 
9): tavat karmani kurvita na nirvidyeta yavata / mat-katha-Sravanadau và Sraddha yavan na jayate, “One 
should continue to perform the daily and periodic varnäsrama activities until one becomes detached 
from mundane life and develops faith for hearing and chanting about Me.” 
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But when those who strive for liberation reject objects related to Hari, imagining them 
to be material, that is called worthless or false vairägya. (BRS, 1. 2. 255-6) 


Ripa Gosvami comments that jfidna and vairdgya have been excluded from pure 
bhakti already in its definition (jfiana-karmady-anavrtam, BRS, 1. 1. 11), but the point 
is repeated here for the sake of clarity, distinguishing between valuable, yukta- 
vairdgya, and the false, phalgu-vairägya, which is discouraged. He lists a few other 
situations not accepted as parts of bhakti: service effected with the assistance of 
disciples and great wealth is not counted as an anga of pure bhakti, since its 
grandeur, and the fact that others are employed in its execution, is opposed to the 
very nature of bhakti. Ethical restraints, general rules of conduct and other 
qualifications like viveka are considered natural and concomitant, in a serious 
devotee, and are not counted separately as añgas of bhakti. Concluding the 
discussion on the angas of bhakti, Rapa Gosvami states that their effect is produced 
by either taking shelter of one of them in a major fashion, or of many of them 
simultaneously. 


7.2.3. Raganuga-sadhana-bhakti 


Now, Ripa Gosvami turns to the treatment of rägänugä-sädhana-bhakti, the stage 
of bhakti practice characterized by being no longer inspired by scriptural advice but 
by one's own awakened rága, attachment to the Lord. 


virajantim abhivyaktam vraja-vasi janadisu 
rägätmikäm anusrtä ya sá raganugocyate 
iste svarasiki ragah paramavistata bhavet 
tan-mayi ya bhaved bhaktih sätra ragatmikocyate 
sá kama-rupa sambandha- riipa ceti bhaved dvidha 


Raganuga-bhakti is defined as that bhakti which follows the ragatmika-bhakti, manifest 
brilliantly in the inhabitants of Vraja. 

Raga is defined as spontaneous, deep thirst for the object of love, and absorption in it. 
Bhakti that is impelled exclusively by this overwhelming passion is called ragatmika- 
bhakti. 

It is divided into two types: kama-rüpa, impelled by conjugal feelings, and sambandha- 
rapa, impelled by other relationships. (BRS, 1. 2. 270, 72, 73) 


Jiva Gosvami points out that kama-ripa, being a special kind of a relationship, is 


actually a subdivision of sambandha-rupa. It is singled out because of its being the 
highest relationship, like a king among them (bhakti-rasa-rat). He compares it to 
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saying, Everyone is coming, and the king is also coming. Although the king is 
already included in the word “everyone”, he is singled out because of his importance. 

At this point, Rúpa Gosvámi introduces the famous series of verses from the 
Bhagavata Purana (7. 1. 26-32), about the five categories of devotees who have 
been attracted to Krsna, and have achieved perfection through various spontaneuos 
emotions: the gopis through so-called kama, Karnsa through fear (bhaya), Sisupäla 
through envy (dvesa), the Vrsnis (which includes the residents of Vraja) through a 
relationship with Him (sambandha), the Pandavas through affection (sneha), and 
the general devotees through their vaidhi-bhakti. Two of these are clearly inimical to 
Krsna (bhaya and dvesa) and despite their amazingly overwhelming nature in 
characters such as Kamsa and Sisupala, such emotions cannot be accepted as 
favorable bhakti. The destination of such hostile souls immersed in consciousness of 
the Lord is still extraordinary, they usually attain s@yujya-mukti, merging with the 
Lord’s effulgence. Favorable relationships of course fructify much more gloriously in 
perpetual association with the Lord in any of the Vaikuntha abodes, or Goloka- 
dhama. If sneha in the above verses denotes sakhya, then it is part of vaidhi-bhakti, 
but if it denotes a level of prema, it is included in raganuga-bhakti. 

Ripa Gosvami defines kama-rüpa-bhakti as an intense desire to be in the 
association of the beloved and to please Him in all respects. This distinguishes the 
so-called kama of the gopis from lower forms of almost mundane kama as exemplified 
by the hunchbacked lady in Mathura’. While the gopis experience great anxiety 
day and night thinking of Krsna's welfare and pleasure, the hunchbacked lady in 
Mathura simply pulled at Krsna’s upper cloth and made Him laugh at her explicit 
amorousness. The love of the gopis is known as prema, and the word kama is 
inadequate in many ways. Even Uddhava and other advanced Vaisnavas yearn to 
attain the levels of self-abnegation seen in the gopis: 


, 


yat the sujata caranamburuham stanesu 

bhitah Sanaih priya dadhimahi karkasesu 

tenätavim atasi tad vyathate na kim suit 
kürpadibhir bhramati dhir bhavad-ayusam nah 


O dearly beloved! Your lotus feet are so soft that we place them gently on our breasts, 
fearing that Your feet will be hurt. Our life rests only in You. Our minds, therefore, 
are filled with anxiety that Your tender feet might be wounded by pebbles as You roam 
about on the forest path. (Bhag. 10. 31. 19, quoted in BRS, 1. 2. 284, in the commentary 
of Jiva Gosvami) 


302 These verses were already discussed in Chapter 4 under the theory of bhakti-rasa in Bopadeva’s 
Muktäphala. 
39 She is said to possess a slight rati because the object of her attraction is Sri Krsna. 
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The sambandha-rüpà kind of rägätmika-bhakti is inspired by great absorption 
arising from identifying oneself as the parent, friend or servant of Govinda. It is 
found in the residents of Vraja, who all have a predominance of rdga for the Lord, 
without the admixture of reverence for Him (as is the case in Dvaraka and 
Mathurä)”*. Kama-rapa and sambandha-rúpa kinds of rägätmikä-bhakti are 
therefore two general role models for devotees wishing to emulate the standards of 
love found in these eternal associates of the Lord. We thus get two divisions of 
rägänugä-bhakti, kamänugä- and sambandhanuga-bhakti. 

A candidate for rägänuga-bhakti possesses a strong greed for obtaining the bhava 
similar to that of the inhabitants of Vraja. After hearing about the perfect 
sentiments of the Vraja-vásis, such a person may develop a disregard for regulative 
scriptures”, and pursues his greed by focusing exclusively on the scriptural 


descriptions of the love of the Vraja-väsis. 


yad-avadhi mama kacin mañjari rupa-purva 
vraja-bhuvi bata netra-dvandva-diptim cakara 
tad-avadhi tava vrndaranya-rajni prakamam 

carana-kamala-laksa-sandidrksa mamabhüt 


O Queen of Vrndavana! Ever since a certain mañjari named Rúpa anointed my eyes 
with light here in the land of Vraja, a deep desire has arisen within my heart to see the 
red dye of Your lotus feet. (Vilapa-kusumañjali of Raghunatha Dasa Gosvami, verse 14) 


Devotees on the stage of vaidhi-bhakti depend on regulative scriptures until their 
bhava arises, which is equal to greed for attaining the perfection of prema. Such 
greed makes the devotee focus internally on the exemplary models of Krsna-prema 
like the gopis, the gopas, or mother Yasoda, while externally remaining engaged in 
the regulated practices of devotion like $ravana and kirtana, following the inspiring 
examples of the Gosvámis of Vrndavana. The candidate is advised to intelligently 
choose from among the possible angas of bhakti all those which are favorable to the 
development of his internal sentiment, and eschew those which go against his 
spiritual nature. 

Within kamanuga-bhakti, two possibilities exist. Some candidates are inclined 
towards attaining the personal association with Sri Krsna, while others merely wish 
to assist the Divine couple and the leading sakhis like Lalita and Visakha. The 
second variety is much superior due to the selflessness and innocence of such 





304 vi£vanatha Cakravarti Thakura argues in his commentary that the words sambandhäd vrsnayah 
(Bhag. 7. 1. 31) actually refers to the inhabitants of Vraja, and that the Vrsnis are included in the 
bhaktya vayam variety. The reason is, as stated above, the fact that the Vraja-vásis possess a more 
intimate kind of raga in relation to the Lord, characterized by a lack of awareness of His extraodinary 
prowess. 

305 Visvanatha Cakravarti comments that the disregard for scriptures may not always happen, in other 
words, some devotees develop the greed but do not begin to disregard the scriptures. 
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participants in the divine lila. The young gopis called mafijaris, of whom Ripa 
Maiijari is the leader, perform menial services for Sri Radha and Krsna, without the 
slightest desire for enjoying the relationship in a selfish way. 


prasida vasanañcalam mama vimuñca nirmañchanam 
vrajami nanu nirdaya sphurati pasya sandhyorjita 

vidaty api tavonnatarh gunam upaharam manda-dhih 
srajam priya-sakhi-girä vraja-pate na te düsanam 


[Rati Mafijari has brought a garland made by Srimati Rädhäräni to Sri Krsna, but He, 
instead of appreciating the flower garland, pulls the edge of her sari. She responds:] O 
merciless one, be pleased! Let go of my garment! Look, the sun is setting, I have to go 
to the arati. It is not Your fault, o master of Vraja, that Your slow brain is not able to 
appreciate the message of my Mistress, and that You slight Her valuable gift. (Ujjvala- 
nilamani, 14. 58) 


Ripa Gosvami mentions that both men and women are qualified to hanker after 
the bhavas of the eternally perfect gopis, and that even men are able to develop the 
necessary qualification. Needless to say, their internal development of such bhavas 
has nothing to do with external shows of feminine qualities or even female dress, as 
is sometimes seen in India. The example from the scriptures is that of the sages of 
Dandakaranya who became extremely attracted to the form of Lord Rama and 
desired to establish a conjugal relationship with Him. They consequently attained 
forms of ladies in Gokula and their desire was fulfilled. 

Yearning for relationships other than conjugal is called sambandhanuga-bhakti, 
and the exemplary models for it are Vraja-vasis in the roles of servants, friends and 
elders of $ri Krsna. The generalization of sentiments of the exemplary models in the 
heart of the sádhaka should only go as far as the sameness of sentiment, and should 
not be an imagination of equality or identity with the models. For example, those 
desiring to develop a friendly relationship with the Lord may closely emulate the 
mood of Subala, but never imagine to be Subala himself. 

The practice of raganuga-bhakti-sadhana leads to the awakening of bhava, either 
through persistent practice which pleases the Lord, or by any extraordinary mercy of 
the Lord and the devotees. The illuminating effulgence of bhava, which is a ray of 
the sun of prema, or compared to a bud which will blossom into prema, is discernible 
by the presence of the following signs: 


ksantir avyartha-kalatvam viraktir mana-Súnyata 

asa-bandhah samutkantha näma-gäne sada rucih 
äsaktis tad-gunakhyane pritis tad-vasati-sthale 
ity adayo ‘nubhavah syur jata-bhavankure jane 
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The characteristics of one who has developed a bud of bhava are: tolerance, not 
wasting time, detachment from enjoyment, pridelessness, confidence in the Lord’s 
mercy, longing for the Lord, constant taste for chanting the name of the Lord, 
attachment to discussing about the Lord’s qualities, and attachment to living in the 
abode of the Lord. (BRS, 1. 3. 25-26) 


Ripa Gosvami makes sure that perfection is not understood in a superficial way, 
jumping over the hard-earned qualifications to the more exciting part of it, the 
identification with an associate of the Lord. 


7. 2. 4. Entering the Divine Drama 


The advancement of a sadhaka beyond the level of bhava is an amazing meeting of 
the material and spiritual nature, where acts seemingly done with material senses 
and objects imperceptibly become spiritually surcharged. Both one’s bhava and the 
Lord are spiritual by nature, full of inconceivable hladini-Sakti, through which the 
spiritual reality is revealed to the practitioner. The purified soul witnesses the 
blossoming of its own original, effulgent spiritual form, covered since time 
immemorial with the forgetfulness of and aversion to the Lord. Ontologically, 
sadhana-bhakti would be impotent if it would not be able to reach beyond the world 
of matter, but it acts as an extraordinary bridge between matter and spirit. Ripa 
Gosvami quotes from the Padma Purana: 


náma-cintamanih krsnas caitanya-rasa-vigrahah 
pürna Suddho nitya-mukto ‘bhinnatvan nama-näminoh 
atah $ri-krsna-namadi na bhaved grahyam indriyaih 
sevonmukhe hi jihvadau svayam eva sphuraty adah 


The name of the Lord, ‘Krsna’, is a wish-fulfilling gem. It is the very form of Krsna, full 
of consciousness and rasa. It is complete in itself, supremely pure and eternally 
liberated, due to its being identical with Lord Krsna Himself. 

Therefore material senses are unable to appreciate the fully spiritual entities like 
Krsna’s holy name (nama), form (ripa), qualities (guna) and pastimes (lila). When a 
sádhaka eagerly renders service to the Lord by using his tongue and other senses to 
chant the Lord’s holy name and so on, then the name, form, qualities and pastimes of 
the Lord manifest to him by their own sweet will. (Padma Purana, quoted in BRS, 1. 2. 
233-4) 


The Gaudiya understanding of the position of the fallen jivas is that their taste for 


bhakti is distorted due to deep aversion to the Lord, and the process of recovery is 
likened to becoming cured of jaundice. A patient infected with jaundice cannot 
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taste anything sweet, but by taking sugar candy, which is the cure for jaundice, he is 
relieved of his disease and finally able to taste the sweetness of sugar again. In the 
same way, the practice of bhakti may at first seem unnatural and sometimes difficult 
to perform, but simply by persisting the heart is purified to the extent that bhakti 
again becomes natural for the soul, and all elements of the experience of bhakti are 
revealed in their actual sweetness. 


syat krsna-näma-caritädi-sitäpy avidya- 
pittopatapta-rasanasya na rocika nu 
kintv adarad anudinam khalu saiva justa 
svädvi kramad bhavati tad-gada-müla-hantri 


The holy name, character, pastimes and activities of Krsna are all transcendentally 
sweet like sugar candy. Although the tongue of one afflicted by the jaundice of avidyà 
(ignorance) cannot taste anything sweet, it is wonderful that simply by carefully 
chanting these sweet names every day, a natural relish awakens within his tongue, and 


his disease is gradually destroyed at the root. (Upadesamrta, verse 7) 


At this point, we may try to discuss the nature of the famous siddha-deha, which is 
usually translated as ‘spiritual form’, ‘constitutional form’, or, in some academic 
works, ‘perfected body’. The word body perhaps leans too much on the physical side, 
and the use of the past participle, 'perfected', also immediately strikes one as 
inadequate. The spiritual form does not undergo any formation and progressive 
change, it is merely revealed and awakened. D. L. Haberman devoted a book to 
rágánuga-bhakti-sadhana, entitled Acting as a Way of Salvation, comparing the 
rdgdnugd-sadhana to entering the divine drama of Krsna-lila. True, there are 
Gaudiya $ästras which deal in a detailed manner with the ekädasa-bhäva or siddha- 
pranáli 6, the bestowal of the sacred spiritual identity upon the worthy disciple, but 
in the midst of Kali-yuga such qualified pairs of gurus and disciples are sadly rare. 
Therefore, the Gaudiya dcaryas of today prefer to relinquish the judgment of 
qualification to the holy name and the Lord Himself, who is Himself more than able 
to reveal the spiritual identity to each practitioner and / or his guru, in any of the 
known or unknown ways. The revelation may be a combination of one’s own 
intuition, hints and directions from the guru and senior Vaisnavas, and so on, but 
always remains exceedingly personal and subdued, far from the destructive proudish 
exposure. 

The too easily available possibility of instant entrance into Krsna-lila, offered by 
some of the hardly discriminating merciful gurus in Vraja today, makes the 
attainment seem cheap. Such ventures into the heights of spirituality usually end in 


3% In the works of Gopäla Guru Gosvami, Dhyanacandra Gosvami and Visvanatha Cakravarti 
Thakura. Today, however, the practice seems mostly associated with the circle of babajis at Radha- 
kunda. We will not discuss their eligibility, or the eligibility of their disciples. 
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a catastrophe for the naive practitioner, who goes along as long as the fascination 
lasts, and struggles to endure the demanding meditations without the proper 
foundation of firm rága. Entering the spiritual world has to be approached in an 
extremely thoughtful, careful manner, it is the supremely demanding task not to be 
pompously advertized. But it is important to note that the identity is not self-chosen 
in the ordinary sense, of the conditioned covered entity choosing a role one happens 
to like best. It could be arrived at by oneself, but not necessarily, just as it is not 
necessarily revealed by the guru. Often, the revelation happens quite a bit later in 
life than many would desire, or is like a sudden grace at the fag end of one’s life, 
when one finally feels justified and encouraged to pursue internal meditation in a 
sustained manner. Needless to say, such glorious terminations of one’s worldly 
existence are preceded by years, often lifetimes of preparation and gradual 
disentanglement from the vicious circle of karma. 

These implications have not been clearly discussed in Haberman’s work, and so the 
reviewers of his book struggle to grasp the concept. Edward C. Dimock, in his 
introduction to Haberman’s book, writes: 


Haberman points out to us that the English word ‘play’ has several meanings. It 
signifies ‘game’ or ‘drama’, both of which are segments of action sometimes only 
metaphorically related to reality, defined and structured in such a way as to be made 
comprehensible in abbreviated time and space. But the Sanskrit word lila, which is also 
usually translated ‘play’, has an additional connotation, for it suggests the vast and 
unknowable mind of God, only tiny bits of which can be understood by our 
impoverished human processes. As a game imposes rules on random behavior, or as a 
drama editorializes upon segments of human experience, so the reality of human life is 
a definable fragment of the Real. The relationship is not metaphor but metonymy: by 
participation in the real one participates also in the Real. The trick is to understand 
that. And since one’s small mind is not capable, one enters the play of God, the lila, by 
means of drama. One understands a small part of the mind of God by directed 
experience, by playing one’s role on what is, ultimately, the divine stage. 

Nor are there auditions for the parts. Everyone has a role, and it is self-selected 
[emphasis mine]. The play was written long ago, before time began. It is the play of 
Krsna, made known on earth through the text called the Bhagavata Purana, and it is 
infinite. There are roles for'all who choose to be devoted, who are willing to train 
themselves until they understand that they are, in fact, in the world of the Real, the 
friends or parents or servants or — most significantly — the lovers, of God. Because the 
drama is divine, the stage is eternity, the time frame is no longer act and scene. The 
real world and the Real world are revealed to be the same.” 


307 D. L. Haberman, Acting as a Way of Salvation — A Study of Raganuga Bhakti Sadhana (Delhi, 
2001), Foreword by Prof. Edward C. Dimock, pp. vii-viii. 
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On the back cover of the book, a short excerpt is published, of a review by Rupert 
Snell: 


Haberman's concentration on the notion of a ‘paradigmatic individual’ is indeed 
original (even though the ‘and there we have it’ style of presentation is occasionally 
overdone); his treatment of the asta-ydma routine of devotions, and the ways in which 
roles for acolytes are determined by their mentors (somewhat belying Edward 
Dimock’s statement in the Foreword that ‘Everyone has a role, and it is self-selected’) 
adds greatly to our knowledge of contemporary practice. 


My impression is that Haberman’s coverage of the revelation of the spiritual form 
lacks that tangible taste of its real-ness, liveliness and the sheer wonder of it, which 
are all amply experienced in a properly monitored progress towards the supreme goal. 
By focusing on groups who hurry with perfection, he has misrepresented the great 
majority of the Gaudiya world which is extremely cautious about the highest stages 
of devotional perfection, and values them so highly that descriptions of their 
attainment hardly ever surface in academic, or even sampradayik reading materials. 
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+ Chapter Eight = ae £s a 


The Aprakrta-nayaka 








8. I. Sri Krsna, the Nayaka-cúdamanf* 


As in the case of rasas, Rúpa Gosvami masterfully borrows the concept of dramatic 
heroes from the classical theory, to employ it in the description of the Lord of his 
heart. In the opening chapter of his Nataka-candrika, a compendium of definitions 
and examples for the dramaturgical skeleton of Vaisnavite natakas, he naturally 
limits the themes to the pastimes of the Lord and His devotees. He follows a classical 
division of heroes into divya, divyádivya and adivya, and personifies them in Sri 
Krsna for the divya, Sri Ráma for the divyadivya, and Yudhisthira for the adivya 
variety”. 

In the first chapter of his Ujjvala-nilamani, Rūpa Gosvāmī makes a very sharp 
difference between ordinary heroes of mundane poetic works and Sri Krsna as the 
apräkrta-näyaka, the supreme hero untouched by matter (be it in the context of 
drama, poetry or Krsna-lilä in general). He quotes a few famous verses on the 
subject, which are used as a counter-argument against those who would see the 
relation between Sri Krsna as the upapati and the gopis as parodhd-ndyikds as an 
example of anaucitya (impropriety). Ripa Gosvami sternly differentiates between 
worldly relations of this kind which are surely most condemnable, but gives a sound 
theological basis to the spiritual relation of Sri Krsna and the gopis of Vraja. The 
history of how the sampradäya dealt with such a difficult issue in the midst of its 
philosophy is an interesting topic. 

Sri Krsna, although positioned far above mundane heroes as the aprakrta-nayaka, 
can nevertheless be described by the categories of nàyakas in the classical dramatic 
theory. In his Bhakti-rasämrta-sindhu, Ripa Gosvami applies all the traditional 
varieties of a hero (the dhira-lalita, the dhira-santa, the dhiroddhata and the 
dhirodatta) to Sri Krsna in the various phases and localities of His lila. Needless to 
say, traditionally only one variety was personified in a certain dramatic character. 
But Rapa Gosvami argues that Sri Krsna, being the reservoir of a multitude of loving 
relationships with His devotees, can sometimes manifest a predominance of qualities 
characteristic of one of these four types of heroes, and at other times a 
predominance of the qualities of another. The examples and distinct attributes of all 
four will be given below. 

Like Jayadeva in his Gita-govinda, Ripa Gosvami also treats Sri Radha (and the 
rest of the gopis and consorts of Sri Krsna) as the näyikas or heroines. In his works, 
mainly in the Ujjvala-nilamani, he chalks out an elaborate classification of the 
avasthäs and nayika-bhedas applicable to their states of being. In this chapter we will 
attempt a comparative study of the concepts he uses, and how he modifies them to 
suit a transcendent situation. 


30% This is how Visvanatha Cakravarti describes Him in the opening of his Ujjvala-nilamani-kirana, a 


short overview of Ripa Gosvami's Ujjvala-nilamani. 
3% Nataka-candrika, verses 7, 8. I use the edition prepared by Babulal Shukla Shastri (Varanasi, 1964). 
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8. I. I. Sri Krsna, the Alambana-vibhava of Bhakti-rasa 


The vibhdva-lahari of the daksina-vibhaga of the Bhakti-rasamrta-sindhu is a 
detailed description of Sri Krsna, the dlambana-vibhava of all bhakti-rasas. 


tatra $ri-krsnah — 
näyakänan $iro-ratnam krsnas tu bhagavan svayam 
yatra nityatayü sarve virájante maha-gunah 
so 'nya-rüpa-svarüpübhyam | asminn alambano matah 


Sri Krsna, the Supreme Lord Himself, is the crest jewel of heroes, in whom all great 
qualities shine eternally. He is considered the alambana-vibhava, or the support of rati 
(visaya) through His svarüpa and other forms He may assume. (BRS, 2. 1. 17) 

The vibhäva-lahari continues with an enumeration of His attractive qualities". 
His qualities, Jiva Gosvami explains, function in two ways: they are either primary or 
secondary. If they are primary, for example, if we speak about Krsna who has 
beautiful limbs, these qualities (beautiful limbs) themselves act as uddipanas. But if 
they are secondary to His overall personality, and He Himself is the focus of 
attention, then the qualities are merely part of Him as the alambana-vibhava. Rupa 
Gosvami first enumerates such qualities intrinsic in His personality. Their number is 
sixty-four, and the first fifty are qualities which can also be present in the ordinary 
jivas in minute quantities, now and then?! The next five qualities, which are 
unattainable to the jivas, are found in Lord Siva, and the next five in Lord Visnu. 
The supreme repository of all the sixty, however, is only Sri Krsna. He is famous for 
another set of four qualities that sets Him apart from all other incarnations and 
expansions of Himself. Rüpa Gosvami acknowledges that the list has been collated 
from the enumerations of the Lord's qualities found in the Puranas, especially in the 


Bhagavata>”. 


310 A numbered list of the Sanskrit terms for all the sixty-four qualities along with their English 
translations is supplied in Appendix 5. 

31! Especially upon making a conscious endeavor to embody His qualities, or being blessed to posess 
them, by becoming His devotees. 

32 Rapa Gosvami refers to a list in Bhag. 1. 16. 27-30, where Bhümi, personified as a cow, describes the 
qualities of Krsna to Dharma, personified as a bull. A Bengali scholar Rita Banerjee, in her study of 
the Bhakti-rasamrta-sindhu, makes a detailed comparison between this list of qualities in the 
Bhagavata Purana and the list compiled by Rupa Gosvami. She takes into account all major 
commentaries on the Bhagavata, those of Sridhara Svami, Vallabhacarya, Viraraghava Acarya and so 
on, comparing their differing glosses on each quality. Some of the qualities easily overlap, and can be 
considered as included in each other. Rita Banerjee, The Bhakti-rasamrta-sindhu — A Critical Study 
(Varanasi, 2008), pp. 63-73. 
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atha tad-gunah — 
ayar neta suramyängah sarva-sal-laksanänvitah 
ruciras tejasa yukto baliyan vayasänvitah 
vividhadbhuta-bhasa-vit satya-vakyah priyam vadah 
vavadúkah supandityo buddhimän pratibhanvitah 
vidagdhas caturo daksah krtajñah sudrdha-vratah 
desa-kala-supatra-¡ñah Sästra-caksuh $ucir vasi 
sthiro dantah ksamä-silo gambhiro dhrtiman samah 
vadanyo dhärmikah Sirah karuno mänya-mäna-krt 
daksino vinayi hriman Saranägata-pälakah 
sukhi bhakta-suhrt prema- vasyah sarva-Subhañkarah 
pratapi kirtiman rakta- lokah sadhu-samasrayah 
näri-gana-manohäri sarvaradhyah samrddhiman 
variyán i$vara$ ceti gunäs tasyänukirtitäh 
samudra iva pañcasad durvigaha harer ami 


The hero Krsna has beautiful limbs, has all auspicious bodily features, is pleasing to 
behold, possesses vitality, is strong and is endowed with ideal age. 

He understands a variety of astonishing languages, is truthful, speaks in a pleasing 
manner, is eloquent, learned, intelligent, and filled with new ideas. 

He is aesthetic, clever, skilful, and grateful. He keeps His vows, is expert at discerning 
the different times, places and persons, sees through the eyes of Sdstra, is pure and 
controls His senses. 

He is persevering, patient, tolerant, inscrutable, steadfast, uniform, generous, virtuous, 
heroic, compassionate, and respectful to persons worthy of respect. 

He is compliant, modest, bashful, the protector of those who take shelter of Him, 
happy, friend of the devotees, controlled by love, and the benefactor of all. 

He is glorious, renowned, the object of attraction for all, the shelter of the devotees, 
attractive to women, worshipable by all, and endowed with the greatest wealth. 

He is the most important and the supreme controller. These firty qualities of Krsna 
which have been listed above are difficult to fathom, like the ocean. (BRS, 2. 1. 23-29) 


The next four qualities which the Supreme Lord shares with Lord Siva, are: 1) sada 


svarüpa-samprápta, He is always situated in His eternal form, 2) sarva-jña, He is 
omniscient, 3) nitya-nütana, He is forever young and new, 4) sac-cid-ananda- 
sandranga, His form consists of condensed eternity, knowledge and bliss, 5) sarva- 
siddhi-nisevita, He is served by all possible siddhis. 

In the Brahma-samhita, Lord Siva is compared to yogurt while the Supreme Lord is 
likened to milk; the two are non-different/P, but only Lord Visnu and Lord Krsna 


22 ksiram yatha dadhi vikara-visesa-yogat safijayate na hi tatah prthag asti hetoh / yah Sambhutam api 
tatha samupaiti karyad govindam adi-purusam tam aham bhajami, “Just as milk is transformed into curd 
by the action of acids, but yet the effect curd is neither same as, nor different from, its cause, viz., 
milk, so I adore the primeval Lord Govinda of whom the state of Sambhu is a transformation for the 
performance of the work of destruction.” (Brahma-samhita, 5. 45) 
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possess the direct potency of liberating the living beings from the shackles of 
samsára. The potency of Lord Siva is in this sense indirect, for he directs the jivas 
worthy or desirous of liberation to the shelter of his own worshipable Lord. Due to 
his constant meditation and supreme advancement in bhakti, Lord Siva is the 
repository of a great quantity of the Lord's amazing qualities". 

The next five qualities are common to Sri Krsna and His Visnu expansions”: 1) 
avicintya-mahä-sakti, He is the possessor of inconceivable great energies, 2) koti- 
brahmända-vigraha, His form expands over millions of universes, 3) avatärävali-bija, 
He is the seed of all incarnations, 4) hatäri-gati-däyaka, He blesses even His enemies 
with perfection, 5) dtmarama-gandkarsi, He attracts even the sages who are self- 
satisfied. These qualities, although astonishing in themselves, become even more 
astonishing when found in the personality of Krsna. Jiva Gosvami explains that the 
reason is the fact that the Lord appears as if an ordinary human being, while still 
possessing these wonderful powers and qualities. 

The last four of the sixty-four qualities are the exclusive domain of Krsna: 1) He is 
an ocean filled with the waves of the most astonishing displays of pastimes, 2) He is 
surrounded by loving devotees filled with incomparable sweet prema, 3) He plays 
sweet notes on His flute which attract the minds of everyone in the three worlds, 4) 
He astonishes all moving and non-moving entities with the beauty of His form 
which has no equal or superior. In compact terms, these last four are usually known 
as lila-madhurya, prema-mädhurya, venu-madhurya and rupa-madhurya. 

All of the sixty-four qualities are supported with examples, either the author’s own 
poetry or citations from the scriptures. For example, he draws from the Padyavali, an 
anthology of verses on Krsna-bhakti, an illustration of Krsna as pratibhanvita (filled 
with new ideas, quick-witted)*%; 


314 The Bhagavata Purana reveals Lord Siva’s position as the greatest of all Vaisnavas in a verse of the 
Twelfth Canto: nimna-ganath yatha ganga devänam acyuto yathá / vaisnavanam yatha $ambhuh 
puránánám idam tatha, “Just as the Ganga is the greatest of all rivers, Lord Acyuta the supreme among 
worshipable deities and Lord Sambhu [Siva] the greatest of Vaisnavas, so Srimad-Bhagavatam is the 
greatest of all Puranas.” (Bhag. 12. 13. 16) It shows him to be a devotee of Visnu in the account of 
teaching the Pracetas, saintly sons of King Pracinabarhi, in the Fouth Canto: atha bhägavata yuyam 
priyah stha bhagavàn yathá na mad bhagavatánám ca preyan anyo ‘sti karhicit, “You are all devotees of 
the Lord, and as such I appreciate that you are as respectable as the Supreme Person Himself. | know 
in this way that the devotees also respect me and that I am dear to them. Thus no one can be as dear 
to the devotees as | am.” (Bhag. 4. 24. 30) 

315 Quite the opposite to the philosophy of the Sri-sampradaya which considers Lord Visnu as the 
repository of all incarnations including Krsna, the Gaudiya Vaisnavas follow the statements of the 
Bhagavata Purana about the supremacy of Sri Krsna. In Jiva Gosvami's Sandarbhas, great emphasis is 
given to this point, following a famous verse from the Bhagavata (1. 3. 28), after the enumeration of 
various incarnations: ete camsa-kalah pumsah krsnas tu bhagavan svayam, “All these incarnations are 
plenary expansions and parts of plenary expansions of the Supreme, but Sri Krsna is the original 
Supreme Personality.” 

316 This is just one of the qualities that defies a good English translation. Many more of them are 
complex notions which are unfortunately reduced to only one of its many facets in the translations, 
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vasah samprati kesava kva bhavato mugdheksane nanv idam 
vasam brühi $atha prakäma-subhage tvad-gatra-samsargatah 
yáminyám usitah kva dhürta vitanur musnati kim yamini 
saurir gopa-vadhüm chalaih parihasan evam-vidhaih patu vah?" 


Radha said: O Kesava, where is Your dress (vasa)? Krsna answered: O captivated lady, 
My residence (vdsa) is in Your eyes. Radha insisted: My dear cunning boy, I did not ask 
about Your residence, but about Your dress. Krsna answered: My dear fortunate girl, 
my fragrance (väsa) is from My contact with Your body. Radha is tired: Just where did 
You spend the night (yaminyam usitah), You rascal? Krsna (taking the question to have 
been yáminya musitah) replies: How could night (yamini), which has no body, steal me 
(musnati)? May Sri Krsna, who joked in these ways with Radharani, protect you! 
(Padyavali 283, quoted in BRS, 2. 1. 83) 


Upon completing the survey of His qualities, Rapa Gosvami admits that the Lord is 
samasta-vividhascarya-kalyana-guna-varidhi, ‘a veritable ocean of all kinds of 
amazing auspicious virtues’, and that he only attempted to present a glimpse of them. 
Calling the Lord the netr-sikhamani, ‘the crest jewel of all heroes’, he proceeds to 
describe His three stages of perfection. Sri Krsna in Dvaraka, Hastinapura, 
Kuruksetra, Avanti and Mathura is called either perfect (pürna) or more perfect 
(pirnatara) P, while in Gokula, He is called he most perfect (purnatama). In Vraja, 
due to the highest levels of love of His devotees, He displays the fullness of His 





that is why it is good to keep in mind the Sanskrit originals. The word pratibhänvita is translated by 
Bhaktivedänta Swami as ‘genius’, by Bhanu Swami as “filled with new ideas’ and ‘possessed with 
creativity’, and by Haberman as ‘witty’. Pratibha is a term usually connected with the notion of poetic 
genius, poetic imagination or poetic fancy in the classical poetic theory. 

317 1 follow Bhanu Swami's version of the verse, Haberman has a slightly different last line: ity evam 
gopa-vadhúm chalaih parihasan krsnas ciram pätu vah. The edition of Padyavali in my possession 
conforms with the version of Bhanu Swami. 

318 [| consulted the Nectar of Devotion for the translation of the verse, while Bhanu Swami and 
Haberman both follow a slightly different interpretation of the verse presented by Visvanatha 
Cakravarti. In his version, Radha asks Krsna about His present residence, and He first takes the word 
vdsa to mean dress, answering, ‘Well, this is My dress, o You of captivated eyes’ (mugdheksane nanv 
idam), as if She thought He was naked. The difference between the two versions is in the translation 
of the word mugdheksane, which can be the vocative form of an apellation, ‘O You of captivated eyes’, 
or, it can be taken as part of Krsna's answer about His residence, meaning ‘I am residing in Your 
captivated eyes’. The rest of the verse is the same in all translations I have seen. 

319 Ripa Gosvami only mentions Dvaraka as the place of Krsna's manifestation as purna, and Mathura 
as the place of His manifestation as pürnatara. Jiva Gosvami adds Hastinapura, Kuruksetra and 
Avanti, but does not specify exactly into which category they fall. It seems that the manifestation of 
Krsna as either púrna, pürnatara or purnatama depends on the level of prema in His devotees who are 
concentrated in these geographic areas. Some places and pastimes may still stand out of the general 
pattern, stimulating manifestations of higher degrees of His personality, such as the meeting of Krsna 
and the Vraja-vásis at Kuruksetra after long years of separation. In that case, even though at 
Kuruksetra, where at the time of the Mahabharata battle Sri Krsna only manifested Himself as púrna, 
He may reveal Himself as púrnatara or púrnatama in the association of more intimate devotees. 
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prowess, mercy and sweetness, while at other places the manifestations of these 
perfections are somewhat reduced, although never below His position of perfection. 

Rúpa Gosvami quotes a list of faults possible in a person's character, from the 
Visnu-yamala, declaring that the Lord never has any of them. Jiva Gosvami, in the 
commentary, expertly finds many of these faults, describing the Lord's pastimes, 
exemplified in the scriptures, and therefore opines that in the matter of prema and 
relationships with His dear devotees, these so-called faults cannot be considered as 
such. An example of fickleness, lolata, is from the Bhagavata Purana (10. 8. 29): 


Our dear friend Yasodä, your son sometimes comes to our houses before the milking of 
the cows and releases the calves, and when the master of the house becomes angry, 
your son merely smiles. Sometimes He devises some process by which he steals 
palatable curd, butter and milk, which He then eats and drinks. When the monkeys 
assemble, He divides it with them, and when the monkeys have their bellies so full that 
they won’t take more, He breaks the pots. Sometimes, if He gets no opportunity to 
steal butter or milk from a house, He will be angry at the householders, and for His 
revenge He will agitate the small children by pinching them. Then, when the children 
begin crying, Krsna will go away. 


What follows is a consideration of eight additional ‘qualities of the heart’, taken by 
Ripa Gosvämi from the dramatic theory”. These eight are applicable to dramatic 
heroes, but of course all of them are amply visible in the character of the Lord. Ripa 
Gosvami thus gains a new opportunity to glorify the Lord, and minutely studies His 
perfections. He makes a comment that some of these qualities have already been 
included within the sixty-four, but this additional list emphasizes those qualities 
which are especially remarkable. They are called $obha (glory), vilasa (playfulness), 
mädhurya (sweetness), mängalya (auspiciousness), sthairya (steadiness), tejas 
(strength), lalita or lalitya (beauty) and audarya (generosity). 

Up to this point, Ripa Gosvami was treating the qualities as inherent in the Lord, 
and thus part of the alambana-vibhava. He now moves on to a consideration of the 
uddipana-vibhävas, the direct impetuses or excitants, related to Sri Krsna. He divides 
them into sixteen categories: 1) Krsna's qualities like His age, beauty, form, softness, 
verbal and mental capabilities; 2) Krsna’s actions, 3) Krsna’s clothing, 4) Krsna’s 
accessories like hair style, garlands, tilaka, tambila and play-lotus, 5) Krsna's 
ornaments, 6) His attractive smile, 7) His fragrance, 8) His flutes, 9) His horn, 10) 
His anklets, 11) His conch, 12) His footprints, 13) holy places connected with Him, 
14) the Tulasi plant, 15) His devotees, 16) festival days in His honor, like Janmastami 
or Ekadasi. 


32° This set of eight qualities is mentioned in the Sahitya-darpana of Visvanatha Kaviraja, in the 
Natya-darpana of Ramacandra and Gunacandra, in the Bhava-prakasa of Saradatanaya, and in the 
Kavyanusasana of Vagbhatta. 
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Rupa Gosvami makes a detailed study of the Lord's flutes, which are divided into 
three kinds, the venu, murali and vamsika. The venu is nine inches long, the murali is 
eighteen inches long and has only four holes, while the vamsika has nine holes and is 
thirteen inches long. They can be made of jewels, gold or bamboo. By occupying 
their exalted minds with such minute details of the Lord’s personal paraphernalia, 
the Vaisnava äcäryas mock the exaggerated seriousness and severity of the worldly 
minded. One only prays that, following such exalted devoted sages, the lost people of 
the world could get an opportunity to dive into the sweetness of Krsna-bhakti. 


dhyanam balat paramahamsa-kulasya bhindan 
nindan sudha-madhurimanam adhira-dharmä 
kandarpa-$asana-dhuram muhur esa $amsan 
vamsi-dhvanir jayati kamsa-nisidanasya 


Victory be to the sound of Krsna’s flute which has an unpredictable nature. It 
surpasses the sweetness of nectar, shatters the meditation of saintly ascetics, and at 
every moment insistently preaches the edicts of the God of love. (BRS, 2. 1. 364) 


Let us now turn to a slightly more serious topic within the discussion of Krsna’s 
characteristics. Some Vaisnava sampradayas like to speak about the difference 
between Sri Rama and Sri Krsna as that of the quality of Their respective characters. 
Sri Rama is glorified as the epitome of dharma, the maryada-purusottama, while the 
glory of Sri Krsna, the lila-purusottama, is sometimes stained by the imperfect 
understanding of His lila and His virtues, especially in relation to the gopis of Vraja. 


8. 1.2. Sri Krsna and the Gopis 


The supreme, most intimate pastimes of the Lord in Vraja have always been a hard 
nut to crack for all who cannot appreciate these ultimate levels of prema exchanged 
between the Lord and His beloved gopis. The Bhagavata Purana documents even the 
apparent confusion of one of the greatest relishers of topics about the Lord, the 
devoted descendant of the Pandava dynasty, Maharaja Pariksit?. After hearing 





22 The commentators conclude that this could not have been his own doubt, but was expressed on 
behalf of the other listeners. His question comes after a description of the Lord’s enjoyment with the 
gopis in the rasa dance, which Sukadeva Gosvami completes with a statement that the Lord took 
advantage of the nights filled with moonlight in the $arat season, to fulfill the desires of His devoted 
servants, although He Himself is sarya-kama, ‘whose all desires are always fulfilled’, and atmany- 
avaruddha-saurata, ‘suppressing His amorous feelings within Himself [remaining unaffected 
externally]’. (Bhag. 10. 33. 25) 
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about the famous pastime of the rasa dance, he submits his doubt to Sukadeva 
Gosvami: 
$ri-pariksid uvaca 
samsthapanaya dharmasya prasamäyetarasya ca 
avatirno hi bhagavan amsena jagad-isvarah 
sa katham dharma-setúnam vaktä kartabhiraksita 
pratipam äcarad brahman para-däräbhimarsanam 
apta-kamo yadu-patih krtavan vai jugupsitam 
kim-abhipraya etan nah samSayam chindhi su-vrata 


Pariksit Maharaja said: O brahmana, the Supreme Personality of Godhead, the Lord of 
the universe, has descended to this earth along with His plenary portion [Balarama] to 
destroy irreligion and reestablish religious principles. 
Indeed, He is the original speaker, follower and guardian of moral laws. How, then, 
could He have violated them by touching other men’s wives? 
O faithful upholder of vows, please destroy our doubt by explaining to us what purpose 
the self-satisfied Lord of the Yadus had in mind when He behaved so contemptibly 
(krtavan vai jugupsitam). 
$ri-$uka uväca 
dharma-vyatikramo drsta isvaranam ca sahasam 
tejiyasam na dosaya vahneh sarva-bhujo yatha 
naitat samäcarej jatu manasäpi hy anisvarah 
vina$yaty äcaran maudhyad yathärudro ‘bdhi-jam visam 


Sukadeva Gosvami said: The status of powerful controllers (i$varas) is not harmed by 
any apparently audacious transgression of morality we may see in them, for they are 
just like fire, which devours everything fed into it and remains unpolluted. 

One who is not a great controller should mever imitate the behavior of ruling 
personalities, even mentally. If out of foolishness an ordinary person does imitate such 
behavior, he will simply destroy himself, just as a person who is not Rudra would 
destroy himself if he tried to drink an ocean of poison. (Bhag. 10. 33. 26-30) 


Sukadeva Gosvami launches an impressive campaign in favor of the Supreme Lord, 
stating that He is the supreme law-maker, but nevertheless above those laws Himself. 
The intelligent follow His laws, but do not imitate those of His actions which are 
obviously expressions of His supreme independent position. The Lord descends to 
establish dharma, but is also supemely independent in His attempts to reciprocate 
with loving devotees. Srila Sukadeva Gosvami concludes with a firm statement that 
the Lord is the Supreme Soul of all the gopis and their husbands as well, and that 
there is no impropriety in the Lord’s connection with His own separated energies, 
embodiments of His internal hladini-Sakti. His purpose in descending to this world is 
to perform pastimes full of love with His separated energies, so that other souls of the 
world may become attracted to His loving, reciprocal nature and become His 
devotees. 
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Ripa Gosvami’s Nataka-candrika also makes sure that the extraordinary position 
of the Lord is kept intact, and that no fault is attached to His relation with the gopis. 
The matter comes up because many classical poetic theorists — quite naturally and 
justifiedly — consider a relationship between the upapati (lover) and the parakiya- or 
parodha-nayika (lady married to another) to be indecent and inappropriate in the 
context of drama or poetry. 

The Vaisnava-dharma has always been famous for its supreme purity and the 
perfect sadacara of its practitioners. Of course, in ordinary life paramourship is most 
degraded and condemnable, but there is one extraordinary exception which needs to 
be acknowledged. That is the spiritual relationship of the gopis with Sri Krsna, who 
all descend to this world in a replica of Goloka, with its perfections of devotional 
relationships. In Goloka and in Gokula, the gopis consider themselves married to 
others and are attracted to the Lord as their paramour, but the impropriety in their 
relationship exists only in the eyes of the worldly minded. Mundane morality cannot 
be stretched out of its jurisdiction to govern spiritual relationships which are based 
on the supreme perfections of selflessness and devotion. And when the theme of 
Krsna-lila appears in poetry and drama, we should make sure that it is not marred 
and dethroned from its supreme position by poets and poetic theorists who obviously 
do not understand its spiritual essence. One of such poetic theorists is Vi$vanatha 
Kaviraja, and Ripa Gosvami criticizes his Sahitya-darpana in the beginning of the 
Nataka-candrika, calling the work antagonistic to Bharata Muni and not useful to 
his own purposes". Karika 10 of the Nataka-candrika discusses the issue: 


yat parodhopapatyo$ ca gaunatvam kathitam budhaih 
tat tu krsna$ ca gopīś ca — vineti pratipadyatam 
tatha coktam rasa-vildse (sudeva-krte) — 
nesta yad añgini rase kavibhih parodhas tad gokulambuja-drsankulam antarena 
ásamsaya rasa-vidher avataritanam kamsarina rasika-mandala-$ekharena 


It has been said by the wise that the relationship of the parodha-nayika and the upapati 
is relegated to a secondary position (or, can only be represented in secondary rasas 
within the play, not in the main, $rngära) [because of its impropriety]. But that should 
not be considered as applicable to Sri Krsna and the gopis. 

As is stated by Sudeva in his Rasa-vilasa: If the poets are not inclined towards the 
concept of parodha-nayika in the main rasa, that excludes the consideration of the 
lotus-eyed ladies of Gokula. It should be borne in mind that Sri Krsna, the destroyer of 
Kamsa, and the highest ideal of all rasikas, has incarnated specifically to taste these 
[apräkrta] rasas. (Nataka-candrika, karika 10) 


32 Visvanatha Kaviraja's work has been discussed in Chapter 3. The contentious issue is probably 
exactly the fact that Visvanatha Kaviräja calls parakiya relationships a mere rasabhása. The 
introductory verses to Nätaka-candrika are as follows: viksya bharata-muni-Sastram rasa-púrva- 
sudhakarañ ca ramaniyam / laksanam ati-samksepad vilikhyate natakasyedam Í| nativa sangatatvad 
bharata-muner virodhac ca | sahitya-darpantya na grhita prakriya prayah (Nätaka-candrika, karika 1,2) 
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The same points are reiterated in the beginning of Ripa Gosvami’s Ujjvala- 
nilamani, which, being an exclusive compendium on the theme of mädhurya-rasa, 
has to be protected diligently from mundane misunderstandings. Its first chapter 
deals with Sri Krsna as the aprákrta-nayaka of mädhurya-rasa, and the following 
karika makes Him immune to mundane considerations of impropriety: 


laghutvam atra yat proktam tat tu präkrta-näyake 
na krsne rasa-niryasa- svādārtham avatärini 


Whatever fault of impropriety has been pointed out [in other rasa-sástras] in regard to 
love of paramours applies to ordinary worldly lovers and not to Sri Krsna, for the exact 
purpose of His incarnation was to taste the liquid nectar of rasa. (Ujjvala-nilamani, 1. 


19)? 


Both of the main commentators of the Ujjvala-nilamani, Jiva Gosvami in his 
Locana-rocani-tika and Visvanätha Cakravarti Thakura in his Ananda-candrika-tika, 
devote pages and pages to this important issue. Parts of the commentaries will be 
presented below. Jiva Gosvami’s points are as follows: 


ity anarvácina niruktau ‘uttama-prakrti-prayah’ ityukte kajjalam $uci-paryaye rase 
‘sminn adharma-mayam aupapatyam bhañgatvaya nocitah. 'jarah papa-patih samau’ iti 
trikändasesädi-darsanena nämäpi tasya nindä-garbham eva labhyate. natyalankara 
Sastrayos tu tasya nyak-käras ca $ruyate. yaduktam tat tan-matam samgrhya sähitya- 
darpane**. yat tu kutrapy aupapatya-varnanam drsyate, tat khalu — 


nesta yad añgini rase kavibhih parodhas tad gokulambujadrían kulam antarena 
äsamsayä rasa-vidher avataritanam kamsarina rasika-mandala-sekharena 


Our opponents declare aupapatya as unsuitable to the definition of the uttama-prakrti 
(the pure character of the hero) and they liken it to a black spot on the pure rasa. 
They say, since it is against dharma, any connection with the opposite gender without 
wedlock is not considered proper. There are many statements in the karma-kanda 
about old sinful husbands, which are an expression of critique. The texts on nätya and 
alankära also denounce it. Whatever is the general opinion of the Sahitya-darpana on 
the topic of anaucitya is also accepted by us. However, sometimes, there is a 
description of aupapatya. 

“If the poets are not inclined towards the concept of parodha-nayika in the main rasa, 
that excludes the consideration of the lotus-eyed ladies of Gokula. It should be borne 





22 [ use the edition of the Ujjvala-nilamani prepared by M. M. Pandit Durga Prasad and V. L. Shastri 
Panashikar, reprinted by Chowkhamba in 1985, originally published in 1932 as Kavyamala No. 95, 
Nirnaya Sagar Press, Bombay. The edition includes commentaries by Srila Jiva Gosvami and 
Visvanatha Cakravarti. 

4 upanäyaka-samsthäyam muni-guru-patni-gatayam ca | bahu-nayaka-visayeha ratau ca tathanubhava 
nisthayam / rigare naucityam. (Sahitya-darpana) 
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in mind that Sri Krsna, the destroyer of Kamsa, and the highest ideal of all rasikas, has 
incarnated specifically to taste these [aprakrta] rasas.” (Rasa-vilasa by Sudeva, quoted 
in Nätaka-candrika after karika 11) 


darsayisyamana vrddha-mata-prämänyenängini rase tu na syat. kim tv ange rase 
sopahäsam eveti gamyate tat-paksam pusnatä svayam $ri-krsnena ca — 


asvargyam ayasasyam ca phalgu krcchram bhayavaham 
jugupsitam ca sarvatra hy aupapatyam kula-striyah 


$ri-pariksitenapittham evaksiptam — 


äpta-kämo yadu-patih krtaván vai jugupsitam 
kim-abhipräya etan nah samgayam chindhi su-vrata 


It is observed that by the consensus of the opinions of the elders, the aupapatya is not 
given a place in the añgi-rasa (i.e. Srngära). It is acceptable in the anga-rasa (secondary 
rasa), but only as a means of enticing humor. Krsna also supports that opinion: 

“For a woman from a respectable family, petty adulterous affairs are always 
condemned. They bar her from heaven, ruin her reputation and bring her difficulty 
and fear.” (Bhag. 10. 29. 26) 

Pariksit Maharaja also objected to it: 

“O faithful upholder of vows, please destroy our doubt by explaining to us what 
purpose the self-satisfied Lord of the Yadus had in mind when He behaved so 
contemptibly.” (Bhag. 10. 33. 28) 


tad evam atra ca laghutvam ksudratvam jugupsitatvam iti yavad yakhyeyam, ato muninà 
bharatenäpi ratnavali-natikavad yayati-caritavac ca dämpatyam eva sapatnadikrta 
varyamanatvadina dampatye ratih prasasta bhavatity eva matam nopapatya-ratih prasasta 
sydd iti. katham tarhi tad-vakyenaupapatya-ratih prasasyate. 


Here its low nature and its abominability are declared, and further, Bharata Muni and 
other writers (in the Ratnavali-natika, Yayati-carita etc.) praise the relationships 
purified through marriage and thus indirectly condemn relationships without wedlock. 


How is it, then, that aupapatya-rati is sometimes glorified by Bharata Muni”. 


atra samädhänam — tat tu prakrta-nayaka ityadina prakrta-nayaka iti krsnat apara- 
näyaka ity arthah. krsne tv alaghutve hetuh — rasa-nirydseti. rasa-niryaso rasa-sarah. 
madhura-rasa-visesa ity arthah. etad uktam bhavati — aträvatära-samaya evaupapatya- 
ritih pratydyitd, tad etad darsake pracam mate ‘pi “asamsaya rasa-vidher avataritanam' iti 
tasyai tasdm api tad-artham eva tasam avatära iti nirdeksyate. 





325 The Ujjvala-nilamani introduces a quote of Bharata Muni about the supreme mellow of aupapatya, 
UN 1. 17. I was not able to locate the verse in the existing versions of the Natya-Sástra. 
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We have to understand this carefully: tat tu prakrta-ndyake means that it is 
abominable for any ordinary hero who is not Krsna Himself. Krsna is not under 
suspicion here, because of the words rasa-niryasa. That means the essence of rasa. 
Specifically it means Sri Krsna’s loving exchanges with His devotees in mädhurya-rasa. 
It is said — at the time of the Lord’s appearance, he will avail Himself of the aupapatya- 
riti, and it is also the opinion of elders that His appearance is precisely for the purpose 
of relating to these ladies. Just as it is said in the verse, 


nesta yad añgini rase kavibhih parodhas tad gokulambujadrsan kulam antarena 
asamsaya rasa-vidher avataritanam kamsärina rasika-mandala-sekharena 


“If the poets are not inclined towards the concept of parodha-nayika in the main rasa, 
that excludes the consideration of the lotus-eyed ladies of Gokula. It should be borne 
in mind that Sri Krsna, the destroyer of Kamsa, and the highest ideal of all rasikas, has 
incarnated specifically to taste these [aprakrta] rasas.” (Rasa-viläsa by Sudeva, quoted 
in Nataka-candrika after karika 11) 


tasya täsam ca tadarthata Sri-brahmanä cokta - ‘tat-priyartham sambhavantu sura- 
striyah "^ iti. atra bharavatäranam devadinam icchaya tad idam tu aupapatyam tu tasya 
svecchayeti hi gamyate. madhura-namno rasasya niryasa-svädo “pi darsitah $ri-Sukena — 


Lord Brahma also spoke of this — the wives of the demigods should appear along with 
the Lord's incarnation, for His pleasure. At the time of His appearance, it is 
understood that He uplifts the burden of the world because the demigods wish Him to 
do so, and He accepts aupapatya because He Himself wishes to do so. Sri Suka also 
understands the Lord’s pastime of tasting mädhurya-rasa. He therefore says, 


bhagavàn api tà ratrih Saradotphulla-mallikah 
viksya rantum mana$ cakre yoga-mäydm upäsritah 


“Sri Krsna is the Supreme Personality of Godhead, full in all opulences, yet upon 
seeing those autumn nights scented with blossoming jasmine flowers, He turned His 
mind toward loving affairs. To fulfill His purposes He employed His internal potency." 
(Bhag. 10. 29. 1) 


iti viklavitam tasam  $rutvà yogesvaresvarah 
prahasya sa-dayam gopir àtmaramo ’py ariramat 


“Smiling upon hearing these despondent words from the gopis, Lord Krsna, the 
supreme master of all masters of mystic yoga, mercifully enjoyed with them, although 


He is self-satisfied.” (Bhag. 10. 29. 42) 


evam SasankamSu-virajita nisah sa satya-kamo 'nuratabala-ganah 
siseva ätmany avaruddha-sauratah sarvah Sarat-kavya-katha-rasasrayah 


326 Bhag. 10. 1. 23. 
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“Although the gopis were firmly attached to Lord Krsna, whose desires are always 
fulfilled, the Lord was not internally affected by any mundane desire. Still, to perform 
His pastimes the Lord took advantage of all those moonlit autumn nights, which 
inspire poetic descriptions of transcendental rasas.” (Bhag. 10. 33. 25) 


Jiva Gosvami continues with the consideration of the meaning of the word sura- 
striyah: the expression can cover the meaning of the expansions of Laksmi Devi or 
other demigoddesses, and in the ultimate sense, it refers to the gopis. Referring to 
verses from the Brahma-samhita (laksmi-sahasra-Sata, and $riyah kantah) where the 
words Laksmi and Sri refer to the gopis in Goloka, he concludes that the term sura- 
striyah is generic, and in a specific case refers to the gopis who are the most excellent. 
It is like calling the Pandavas by their broad apellation Kurus, but when we want to 
make it specific, we say, ‘The Pandavas have defeated the Kurus.’ In the same way, 
the superexcellence of the gopis, distinguishing them from other ladies, has been 
stated by Uddhava in the famous verse: 


ndyarh $riyo "ga u nitanta-rateh prasada svar-yositam nalina-gandha-rucam kuto 'nyah 
räsotsave ’sya bhuja-danda-grhita-kantha- labdhasi$am ya udagad vraja-vallabhinam 


“When Lord Sri Krsna was dancing with the gopis in the räsa-lilä, the gopis were 
embraced by the arms of the Lord. This transcendental favor was never bestowed upon 
the goddess of fortune or other consorts in the spiritual world. Indeed, never was such 
a thing even imagined by the most beautiful girls in the heavenly planets, whose bodily 
luster and aroma resemble the lotus flower. And what to speak of worldly women who 
are very beautiful according to material estimation?” (Bhag. 10. 47. 60) 


Jiva Gosvami concludes that on the basis of this statement of Uddhava, the 
statements in the Brahma-samhitä about the eternal union of the Lord and His 
energies, and the supreme position of His consorts in Goloka, it follows that the 
parakiya situation of the gopis is more or less simply an illusion in their prakata-lila. 
For example, in his commentary to the Brahma-samhita (5. 37), Jiva Gosvami 
explains the expression nija-rüpataya kalabhih as meaning that the gopis are eternally 
related to Him as His own (nija) and cannot, therefore, ever be considered paraktya 
(of another). He also cites the Lalita-madhava-nätaka of Ripa Gosvami, where the 
gopis eventually become married to the Lord even in the prakata-lila. The later 
commentators guess that Jiva Gosvami’s position on this issue was perhaps 
pragmatic, to free the sampradaya of the stigma of improper relations between their 
worshipable deities. 

Indeed, a century after the times of the Gosvamis, a severe criticism surfaced about 
the philosophical conclusions of the Gaudiya-sampradaya and an able disciple of 
Visvanätha Cakravarti, Baladeva Vidyabhúsana, was instrumental in dispersing the 
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clouds of doubt. Let us first turn to the commentary of Visvanätha Cakravarti to the 
Ujjvala-nilamani, and then discuss the historical developments. 


laghutvam atra yat proktam tat tu präkrta-näyake 
na krsne rasa-niryasa- svädärtham avatärini 


laghutvam iti. atropapatau yal laghutvam uktam pürväcaryais tat prakrta-nayaka eva 
tatraivaupapatyasya vaidharmyat, tasya ca düra-drsta-janakatvät, tasya ca naraka-páta- 
nidanatvat, paryavasáne duhkha-mätropädanatvena tasya laghutvam. tatha tat-tac- 
cestitasya kävya-nätya-gatatvena upadeyataya svädane ‘yad adharma-krtah sthanam 
sücakasyäpi tad bhavet’ iti nyāyāc carvana-dasayam sabhyanam api tdd-riipydpattes ca 
vidharma-sparsät. 


Whatever has been stated about the impropriety of paramour love by the previous 
äcäryas holds true only for ordinary heroes, since in this world such a relationship is 
against dharma, since it causes the birth of despicable progeny, since it is a cause of 
falldown into hell, and since its result is simply misery. Therefore activities to be 
represented in poetry and drama are selected by the logic of the saying, ‘Whatever 
adharmic deed is performed taints also the person who was the inspiration for it.’ It is 
understood that it is touched by adharma and almost equal to the actual transgression 
if decent people are made to ponder about improper actions. 


na tu krsne dharmädharma-niyantr-cadamanindre kimartham noktam. rasa-nirydsa- 
svadartham tesäam sabhyataya tad-visayaka eva sva-kartrko yo rasa-niryasasyäsvädas tad 
artham. yadi krsne ‘pi tair laghutvam uktam syat tarhi tesam rasa-niryásásvádo nirvisaya 
syad iti bhavah. krsne kidrse. avatarini avatära-mätrasyaiva dharmadharma-niyamatvam 
nastiti $ruti-smrti-prasiddham, kim uta sarvavatara-müla-bhütasya tasya iti bhavah. 


But why is the same impropriety not declared also concerning Krsna, the highest crest 
jewel of all regulators of dharma and adharma? The point is that enjoyment in the 
tasting of rasa between the Lord, the creator, and His own created parts, who become 
visayas of enjoyment, is not tainted by indecency. And if the fault of impropriety is 
insisted on, then that tasting of rasa would be without its object (nirvisaya). And who 
is Krsna? He is the avatari, the source of all incarnations, and even all avatáras are 
declared by the srutis and smrtis to be above the regulations of dharma and adharma. 
What then to speak of Him who is the root of all incarnations. This is the idea. 


(..) tata$ ca tayor eva näyakottamatve prasajyamane ‘pi yal laghutvam uktam tatra 
karanam adharmasya sparsa eva. sa tu Sri krsne dharmädharmädi-samasta-vastu-srsti- 
sthiti-samhara-karaka-bhri-vijrmbha-matrasyadi-purusasyamsini svayam bhagavati $ri- 
lila-purusottame nara-vapusi tathaiva tadiya-maha-Sakti-samudaya-parama- 
mukhyatamayam hladini-Saktau $ri-gopika-rapayam ca naiva sambhavet, tada tadiya-tat- 
tac-caritasvadakanam api ‘vikriditam vraja-vadhubhih' iti, ‘tad-vag-visargo janatagha- 
viplavah’ iti, ‘tad eva satyam tad uhaiva mangalam’ ityadibhih, sarvottama-mahä-phala- 
prapti-Sravanac ca pratyuta tathaiva nayakottamatvam eva prasanjitam iti. 
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Moreover, if the fault of impropriety (of aupapatya) has been considered inadmissible 
for the uttama-prakrti-nayaka, then the cause for such a consideration is also [the fear 
of the] touch of adharma in it. But that is not possible in the case of Sri Krsna, the 
Supreme Purusa, by whom all things, beginning with dharma and adharma, are 
created, maintained and annihilated just by a slight move of His eyebrows; the 
Supreme Personality of Godhead, the Lilä-purusottama, appearing in a human form; 
and in the case of His greatest Sakti, hladini, which takes on the form of the many 
gopis. Otherwise, how could the highest result be reserved for those who enjoy hearing 
about His pastimes, as is mentioned in verses like: 


vikriditam vraja-vadhübhir idam ca visnoh 
éraddhánvito 'nusrnuyád atha varnayed yah 
bhaktim param bhagavati pratilabhya kamam 
hrd-rogam āśv apahinoty acirena dhirah 


Anyone who faithfully hears or describes the Lord’s playful affairs with the young 
gopis of Vrndavana will attain the Lord’s pure devotional service. Thus he will quickly 
become sober and conquer lust, the disease of the heart. (Bhag. 10. 33. 39) 


tad-vag-visargo-janatagha-viplavo 
yasmin prati-slokam abaddhavaty api 
námany anantasya yaso 'ñkitani yat 

$rnvanti gäyanti grnanti sadhavah 


On the other hand, that literature which is full of descriptions of the transcendental 
glories of the name, fame, forms, pastimes, etc., of the unlimited Supreme Lord is a 
different creation, full of transcendental words directed toward bringing about a 
revolution in the impious lives of this world's misdirected civilization. Such 
transcendental literatures, even though imperfectly composed, are heard, sung and 
accepted by purified men who are thoroughly honest. (Bhag. 1. 5. 11) 


mrsá giras tà hy asatir asat-katha 
na kathyate yad bhagavan adhoksajah 
tad eva satyam tad u haiva mangalam 
tad eva punyam bhagavad-gunodayam 


Words that do not describe the transcendental Personality of Godhead but instead 
deal with temporary matters are simply false and useless. Only those words that 
manifest the transcendental qualities of the Supreme Lord are actually truthful, 
auspicious and pious. (Bhag. 12. 12. 49) 


To this is connected also the proof of Krsna's character as an uttama-prakrti-nayaka. 
P sn 1 


ata evoktam grantha-krdbhir eva nataka-candrikayam — 
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yat parodhopapatyas tu gaunatvam kathitam budhaih 
tat tu krsne ca gopis ca vineti pratipadyatam 


And it is also described in the author's Nataka-candrika: Whatever defect is described 
in connection to the parodha-nayika and the upapati is to be understood as not 
applicable to Krsna and the gopis. (Nataka-candrika, verse 10) 


alankära-kaustubha-krdbhir api — 

apräkrte tu parodha-ramani-ratir eva sarvottamataya bhüyasi Srüyate na tasyam 
anaucitya-pravartitatvam alaukika-siddher bhüsamam eva na tu düsanam iti nyayat 
tarka-gocaratväc ca iti. 


The author of the Alankdra-kaustubha (Kavi Karnapüra) also writes: In a spiritual 
relationship, the love of a lady towards her lover is considered by far the highest and 
there is no question of impropriety about it. It is an ornament of the transcendental 
perfection rather than a sin. It should be understood by applying this sensible logic. 


In this way, either by pronouncing the gopis as eternally the manifestations of the 
Lord’s internal potency, and thus free from the taint of paramourship in relation to 
Him, or by insisting that their paramourship with the Lord is of a spiritual, untainted 
variety, we come to the same conclusion of the undeniable supreme perfection of the 
gopis of Vraja. Some misunderstanding exists about these apparently contrasting 
positions of the two major commentators on this point, but later acaryas call the 
difference a mere vicara-vaisistya, a difference in the perspective. Jiva Gosvami 
discusses the issue from the point of tattva, while Visvanatha Cakravarti focuses on 
the angle of tasting the rasa. Ultimately, whether the parakiya-bhava is real or 
illusory, its effect is what is important: it helps to create extreme levels of hankering 
and bond between the transcendental lovers. 

Srila Vigvanatha Cakravarti points out that even if Radha and Krsna are married 
later in Their lila outside Vrndävana, at least in Vrndävana They are not married, 
and so should be meditated upon in Their transcendental paramour relationship. 
Those who worship Radha and Krsna within the vidhi-märga, will attain the Maha- 
Vaikuntha sphere within Goloka where svakiya and parakiya distinctions remain 
undistinguished. Their fascination is with the aisvarya aspect of the Divine couple. 
Those who prefer to be impressed with Their madhurya aspect, but cannot give up 
the vidhi-marga, will find their constitutional position among the Queens in 
Dvaraka, understanding that Satyabhama and Radharani are the same personality 
(as described in the Lalita-madhava). And those who are overwhelmed by the 
mädhurya aspect to such a degree that their worship is purely within raga-marga, will 
attain the position of attendants of the Divine couple in Goloka. 

A word remains to be said about the history of the Gaudrya-sampradaya, about two 
hundred years after the times of Lord Caitanya and the Gosvamis. Towards the end 
of the seventeenth century, Aurangzeb’s resolution to destroy Hindu temples and 
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deities has alarmed Vrndavana, and many of the Gosvami Deities have been moved 
to Rajasthan for safety. In 1707, Ripa Gosvami’s Govindadeva Deity and the Deity 
of Radharani worshipped along with Him have been moved to Jaipur. The young 
king of Amber at that time was Maharaja Jai Singh, of a Vaisnava persuasion. A 
stronghold of Ramänandi monks in the vicinity, in the valley of Galta, became afraid 
about their own sphere of influence after the arrival of Govindadeva. They issued a 
challenge to the Gaudiya Vaisnavas about the veracity of their lineage, and their 
daring practice of worshipping Sri Radha alongside Sri Krsna, although They were 
not married. Their persistence in this issue gives us a clue as to why Jiva Gosvami 
was eager to establish the ultimate position of the untainted svakiya relationship. 

Maharaja Jai Singh, concerned, quickly sent messengers to Vrndavana, and asked 
for a competent scholar who could defeat the challenges. At that time, Visvanatha 
Cakravarti was the leader of the Gaudiya community in Vrndavana, but due to his 
old age he could not answer the challenge himself. He sent to Jaipur a young scholar 
of Gaudiya Vaisnavism, Baladeva Vidyabhúsana, who ably defeated the opposing 
arguments, so that the united worship of Radha-Govinda could continue without 
interruption. To appease the opponents, he quickly produced a Gaudiya commentary 
on Vedänta-sütra, and, acknowledging that such a major work in so short a time was 
indeed a miracle of the Lord, called it the Govinda-bhasya. It is the only commentary 
on Vedünta-sütra in the Gaudiya-sampradäya, since the Gaudiya Vaisnavas 
essentially accept the Bhágavata Puräna itself as the ripe commentary on the 
Vedanta-sútra, produced by Vyäsadeva himself. Jai Singh presided over the debate, 
and upon seeing the silenced Rämänandis, concluded that the Gaudiyas are an 
authentic Vaisnava sampradaya. 

In 1735, the king built a temple for Radha-Govinda within the Jaipur palace 
compound, where They remain till today. Maharaja Jai Singh later installed 
Govindadeva as the actual king of Jaipur and himself accepted the position of a mere 
minister. From that time his royal seal read, $ri-govindadeva-carana savai-jaya-simha- 
sarana, “Lord Govindadeva’s lotus feet are the refuge of Savai Jai Singh. 


8. 1.3. The Four Types of Heroes 


Having established the supreme spiritual ideal of heroes and heroines in Goloka, 
Sti Hari and His consorts, of whom mundane heroes and heroines are only vague 
shadows, we move to a delineation of the four kinds of heroes of the dramatic 
theory, exemplified by the Lord in various circumstances. In the Bhakti-rasamrta- 
sindhu, the Ujjvala-nilamani and briefly in the Nätaka-candrika, the four standard 


327 Compiled with the help of an article by Dayananda Dasa and Nandarani Dasi, “Baladeva 
Vidyabhüsana - A Gaudiya Vedantist”, Back to Godhead Magazine, Volume 25, Issue No. 1-2, 1991. 
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types of dramatic heroes are described. All classical works of dramaturgy accept this 
division of heroes, found in the Nätya-sästra. All four are prefixed with the word 
dhira, indicating that whatever his specific nature, the hero always remains steady 
and does not waver while following the course of his fate. According to the needs of 
dramatic plots, the four types of characters are described as: 


1) dhiroddhata (vehement in nature, for example the demigods) 

2) dhiralalita (lighthearted, for example kings) 

3) dhira-prasánta (calm and self-controlled, for example brahmanas or merchants) 
4) dhirodätta (elevated, for example, commanders and ministers of the king)? 


The dhira-lalita variety is the youthful carefree lover, such as king Udayana in the 
Ratnávali-nátika of Sri Harsa and in the Svapna-vásavadatta of Bhasa. The dhira- 
santa variety is exemplified within the prakarana called Mrcchakatika, the work of 
Südraka, in the character of a peaceful, subdued brahmana Carudatta. Another 
example is the hero of the drama Mälati-mädhava by Bhavabhiti. Ramacandra or 
Yudhisthira would be examples of a dhirodatta hero, high-souled and principled, 
while examples of energetic dhiroddhata heroes are difficult to find in extant 
nátakas, and the example of a sub-hero on the verge of a prati-ndyaka, such as 
Paragurama in the drama on the theme of Rámayana, is usually given. Bhima could 
be an example of a dhiroddhata hero, but it seems that this particular variety is 
somewhat unpopular due to the slightly impetuos nature of such a hero. Usually the 
dhiroddhata nature is reserved for full-fledged prati-nayakas (enemies of the heroes), 
such as Ravana in the case of Rama, and Duryodhana in the case of Yudhisthira. 

For each of the four varieties, dramatic compendiums prescribe lists of his 
characteristic qualities. The different theorists do not differ very substantially on 
these qualities, therefore we might as well remain content with the qualities listed by 
Ripa Gosvami. One could object to his idea of postulating Sri Krsna as the example 
of all four varieties, when obviously they represent dissimilar, even contradictory 
behavior. Ripa Gosvami insists that the Lord is the reservoir of unlimited qualities, 
and He manifests differents sets of them more prominently in different pastimes. 

The dhirodatta hero (possessing an elevated nature) is grave (gambhira), modest 
(vinayi), tolerant (ksantä), merciful (karuna), determined in vows (sudrdha-vrata), 
not boastful (akatthana), able to conceal his pride (gidha-garva), and has an 
imposing presence (su-sattva-bhrt). An example of Sri Krsna in the state of such a 
hero is the following praise by Indra, after his blunder of inundating Vrndavana: 


Your smile steals the pride of those who think they are brave.You are eager to deliver 
those in suffering conditions. You are true to Your promises. You are firm in holding 
up the high mountain [Govardhana]. You have treated me kindly although I was 


328 Natya-Sästra, chapter 34, in some editions 24. Karikas 17-19. 
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offensive. You are brought under control by verses of praise. Seeing You with such an 
inscrutable character, my words and intelligence have both become inactive. (BRS, 2. 


2. 227) 


The dhira-lalita variety is related to Krsna’s lila in Vrndavana, examples of it being 
all too numerous. Ripa Gosvami lists the qualities of such a hero as clever 
(vidagdha), endowed with fresh youth (nava-tarunya), skilful at joking (parihasa- 
visärada) and free of worries (niscinta). He is controlled by the love of His devotees, 
especially the ladies of Vraja. Jiva Gosvami cites the famous example of His 


submission to the love of Radha: 


anayárüdhito ninam bhagavan harir isvarah 
yan no vihàya govindah prito yam anayad rahah 


The gopis conclude: Certainly this particular gopi [Srimati Radharani] has perfectly 
worshipped the all-powerful Personality of Godhead, Govinda, since He was so pleased 
with Her that He abandoned the rest of us and brought her to a secluded place. (Bhag. 


10. 30. 28) 


The dhira-sänta hero is calm (Sama-prakrtika), able to tolerate difficulties (klesa- 
sahana), discriminating (vivecaka) and possesses virtues like modesty and so on. Jiva 
Gosvami offers an example of Sri Krsna, in the association of the Pandavas: 


sárathya-párasada-sevana-sakhya-dautya- 
virásanaànugamana-stavana-pranáman 

snigdhesu pandusu jagat-pranatim ca visnor 
bhaktim karoti nr-pati$ caranaravinde 


Maharaja Pariksit heard that out of His causeless mercy Lord Krsna, the Supreme Lord 
Visnu who is universally obeyed, rendered all kinds of service to the affectionate sons 
of Pandu by accepting posts ranging from chariot driver to president to messenger, 
friend, night watchman, and so on, according to the will of the Pandavas, obeying 
them like a servant and offering obeisances like one younger in years. When he heard 
this, Maharaja Pariksit became overwhelmed with devotion to the lotus feet of the 


Lord. (Bhag. 1. 16. 16) 


The dhiroddhata hero is envious (mätsaryavän), proud (ahankari), deceitful 
(ma@yavi), prone to anger (rosana), fickle (cala) and boastful (vikatthana). Rupa 
Gosvami presents an example of the Lord's boastful words as he attacks Kalayavana, 
but then adds another example from Vraja, more conducive to feelings of bhakti: 


ambho-bhara-bhara-pranamra-jalada-bhrantim vitanvann asau 


ghoradambara-dambarah suvikutám utksipya hastargalam 
durvarah para-varanah svayam aham labdho ‘smi krsnah puro 
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re $ridama-kurañga sangara-bhuvo bhangam tvam angikuru 


O Sridämä! You poor little deer! You should flee from this battlefield. 1 who stand 
before you am Krsna in the form of a huge invincible elephant ready to destroy 
enemies. | make a terrifying roar like a mighty cloud bent low with a heavy burden of 
water, and I lift My elephant trunk-like arm which is as huge as massive bolts locking 
the gate. (BRS, 2. 1. 240) 


8. 1.4. Radhika Para-devata 


Alongside Sri Krsna as the supreme ideal of a nayaka, eternally stands Sri Radha, 
the embodiment of all Laksmis. She is the supreme object of affection of Sri Krsna, 
as well as of the innumerable gopis, the residents of Goloka. 


devi krsna-mayi prokta radhika para-devata 
sarva-laksmi-mayi sarva- kantih sammohini pará 


The transcendental goddess Srimati Radharani is the direct counterpart of Lord Sri 
Krsna. She is the central figure for all the goddesses of fortune. She possesses all the 
attractiveness to attract the all-attractive Personality of Godhead. She is the primeval 
internal potency of the Lord. (Brhad-gautamiya-tantra, quoted in Caitanya-caritämrta, 
Adi, 4. 83) 


In the Ujjvala-nilamani, Ripa Gosvami devotes a chapter to Her, calling Her the 
supreme personification of the hladini-Sakti of the Lord’. He cites quotes from the 
Puranas about the glories of Rädhäräni’. He scrutinizingly describes Her perfect 
qualities and ornaments. As the subject is extremely esoteric, it cannot be treated in 
any detail here. Her most outstanding characteristic is that She can overpower even 
the Supreme independent Lord due to the intensity of Her love. As an example of 
Her incomparable beauty, Ripa Gosvami submits a verse from his drama Vidagdha- 
mddhava, where Paurnamäsi says: 


balad aksnor laksmih kavalayati navyam kuvalayam 
mukhollasah phullam kamala-vanam ullanghayati ca 
dasam kastäm astapadam api nayaty ängika-rucir 
vicitram radhayah kimapi kila rapam vilasati 


32 maha-bhava-svaripeyam gunair ati-vartyasi (..) hladini ya maha-Saktih sarva-Sakti-variyasi (...) 
susthu kantä-svarupeyam sarvada varsabhanavi (Ujjvala-nilamani, 4. 3, 5, 7) 

330 A quote of Narada from the Padma Purana: yatha radha priya visnos tasyah kundam priyarh tatha / 
sarva-gopisu saivaika visnor atyanta-vallabha. (Quoted in UN, 4. 5) 
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The beauty of Srimati Radharani’s eyes forcibly devours the beauty of newly grown 
blue lotus flowers, and the beauty of Her face surpasses that of an entire forest of fully 
blossomed pink lotuses. Her bodily luster seems to place even gold in a painful 
situation. Thus the wonderful, unprecedented beauty of Srimati Rädhäräni is 
awakening in Vrndavana. (Vidagdha-madhava, 1. 32, quoted in Ujjvala-nilamani, 4. 20) 


Availing himself of the categories enumerated within the dramatic theory, he 
proceeds to a detailed study of her mental states and conditions, such as the classical 
states of heroines like svadhina-bhartrkä (in control of her lover), vasaka-sajjà 
(dressed for meeting), kalähäntaritä (remorseful after quarrel), and so on. As these 
examples are always connected with the intimate relationships in mädhurya-rasa, 
and may seem mundane to an untrained eye, they are not drawn into the thesis. 

S. N. Shastri, in his work The Laws of Sanskrit Drama, seems to treat Rupa 
Gosvami’s devotional compendium, the Ujjvala-nilamani, as a regular dramatic 
treatise, and wonders why he has not treated the nayikas in full, the sadharani- 
náyika variety and so on”, But Rüpa Gosvami uses only those aesthetic and 
dramatic concepts that suit the circumstances of Krsna-lila, and has no interest 
whatsoever in the rest of the mundane dramatic theory. 

At the end of the sthäyi-bhäva-lahari in the Bhakti-rasamrta-sindhu, Ripa Gosvami 
adds a last comment: “If the rati of the associates of Radha is equal to or less than 
their rati directed to Krsna, the rati directed to Radha is called saricari-rati, 
nourishing their rati towards Krsna. But if the rati of Rädhä’s associates directed to 
Radha is greater than that directed to Krsna, and is constantly increasing, it is called 
bhavollasa-rati.” (BRS, 2. 5. 128) This means that Radha who is usually the asraya, 
receptacle of devotion to Krsna, Herself becomes the visaya, the object of devotion 
for Her female companions. Such bhävolläsa-rati is found in those young gopis of 
Vraja who do not care to enjoy Sri Krsna personally, but find their highest joy in 
uniting Radha and Krsna. The leader of such gopis, called mafijaris, is Sri Rüpa 


Mañjart. 


8. 2. Public and Academic Presentation of Krsna-lila 


This is a very delicate issue, and has been so in India as well as in the West ever 
since its beginning articulations. The scriptural basis of the Gaudiya-sampradaya is 
of course the Bhagavata Purana where some of the intimate pastimes like rasa-lila 
and vastra-hara-lila are openly described. The policy of the sampradaya has been to 
keep these pastimes in the back, hidden from possible public misuse, or criticism 


331! S. N. Shastri, Laws and Practice of Sanskrit Drama (Varanasi, 1961), p. 217. 
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from the moral point of view. The issues demand extreme sensitivity in presentation, 
and are very vulnerable to distortion at the hands of the unqualified. 

Throughout the many biographies of Sri Caitanya Mahaprabhu, a picture of him 
emerges always consistent with the highest degrees of renunciation. His massive 
preaching strategy had always been the loud, absorbing Hari-kirtana, for which any 
person is immediately qualified. On the other hand, the intimate pastimes of the 
Lord were never discussed in public assemblies, as even the practicing devotees may 
not have the adhikära to hear them, what to speak of the newcomers to the faith. In 
the seclusion of his residence in Kasi Misra's house in Jagannatha Puri, Sri Caitanya 
privately relished the advanced poetry of Jayadeva, Candidasa and Vidyapati, 
accompanied by a chosen few. 

If unqualified persons hear the highest descriptions of loving exchanges between 
Sri Krsna and the gopis, imagining them to be material, they may experience a 
reawakening of their wordly väsanas, instead of these vdsands becoming stifled and 
destroyed by bhakti-yoga. But the subject is eventually meant to be heard, and 
appreciated in a proper, spiritual perspective, which is why Ripa Gosvami and the 
rest of the Gaudiya äcaryas have offered their whole lives to preparing the scriptural 
basis of the philosophy of Krsna-bhakti. Radha-Krsna-lila is meant to touch our 
hearts in a properly profound way, with its supreme, ideal selflessness and the 
intensity of devotion. Keeping this in mind, we may indeed benefit from our contact 
with Krsna-lila, and thus fulfill the Lord’s purpose of descending to attract us. And 
then, a healthy sign of attraction to Sri Krsna is its calming effect on mundane 
passions, and readiness to apply the full principles of bhakti-yoga to one's life. 


vikriditam vraja-vadhübhir idam ca visnoh 
$raddhänvito 'nusrnuyad atha varnayed yah 
bhaktim param bhagavati pratilabhya kamam 
hrd-rogam à$v apahinoty acirena dhirah 


Anyone who faithfully hears or describes the Lord's playful affairs with the young 
gopis of Vrndavana will attain the Lord's pure devotional service (para-bhakti). Thus 
he will quickly become sober and conquer lust, the disease of the heart. (Bhag. 10. 33. 
39) 


The issue is slightly more problematic in academic presentations of the Gaudiya- 
sampradaya, where, especially in the West, the scholars are far from themselves 
being practitioners, and are often not even properly favorable to the topic. In the 
case of innocent, sympathetic and well-meaning scholars the damage is minimal, but 
this is rarely the case. 

Because the West is much more relaxed in interpersonal relationships, the 
attention of Western scholars tends to drift more towards the extraordinary and the 
tempting within Hinduism — than towards the puritanistic and the orthodox. The 
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result is a very disproportionate interest in all kinds of misuses and malpractices 
vaguely inspired by Radha-Krsna imagery’. Often, the Western scholars of 
Hinduism are unable to perceive the subtle high degrees of personal morality and 
purity of the Vaisnava practitioners, and upon learning about their philosophy of the 
extra-marital relationship of Radha and Krsna seem to imagine that these Vaisnavas 
do not distinguish between Krsna-lilä and their own lives. 

Often, the Gaudiya sampradaya is then equated with the abominable malpractices 
of deranged täntriks, as well as with the academic descriptions of these malpractices, 
and the cumulative effect of misrepresentation gains in size like a giant snowball. 

Some Western scholars may themselves try to enter the world of Vaisnava 
practicioners, with varying degrees of success”. Others are satisfied with merely 
gathering native informants, whom they often misinterpret and misrepresent in 
their publications. A glaring example of such injustice to Hinduism is documented in 
the book Invading the Sacred”. 

Even sympathetic scholarship is severely limited because of its etic perspective, and 
can never carry the same conviction as the works of the practitioners themselves”. 
And last, my own involvement with these topics can also be seen by many stricter 
practitioners as an example of presumptuousness and impetuosity on the part of a 
young researcher, if also a practitioner. My attempt throughout has been to present 
Gaudiya-siddhänta in its true light, and since it is practically impossible to avoid the 
esoteric topics, I pray that my presentation of them was grave and serious enough to 
match the depth of the theme. ° 





332 For example, Edward C. Dimock, in his work The Place of the Hidden Moon, fails to distinguish 
between orthodox Vaisnavism and the sahajiya heresy of indecent täntriks who use Krsna-lila as an 
inspiration in their carnal practices. Or, June McDaniel in her Madness of the Saints, lumps together 
respected unpretentious Vaisnava babajis and Sakta tantriks of a questionable background, seemingly 
content with the fact that both seem like mad ascetics, unconcerned with the world and immersed in 
their inner lives, whatever they are. 

333 David Haberman is an example, a married professor at an American university, who joined the 
Vraja-mandala-parikramá for a month with a group of native pilgrims. His experiences are recounted 
in The Twelve Forests of Vraja — An Encounter with Krishna. The work is ruined with his playful 
descriptions of secretly holding hands with a lonely pilgrim lady, and joyful encounters with a 
prostitute at Radha-kunda. Needless to say, his repeated points about the pilgrims coming to Vraja to 
experience the ‘playfulness’ of Krsna-lila in their mortal bodies is totally mistaken. 

334 K. Ramaswamy, A. de Nicolas, A. Banerjee, Invading the Sacred — An Analysis of Hinduism Studies 
in America (New Delhi 2007). The book reads like a criminal novel, a thorough description of a 
recent battle between the Indian diaspora in the US and the local American indologists, with their 
offensive biases and lack of sensibility in approaching, studying, representing another culture. 

335 An example of sympathetic and diligently researched work is that of Donna Wulff, on the 
Vidagdha-madhava. See References. 
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@ Chapter Nine «5 : 


The Charming Madhava 








9. 1. Rüpa Gosvami’s Poetic Genius 


In the last two chapters, we turn to Srila Ripa Gosvämi’s dramatic creations, his 
two masterpieces on Krsna-lila, the Lalita-madhava and Vidagdha-mädhava-nätakas. 
They were completed earlier than the two rasa-$astras of Ripa Gosvami, although 
he started a preliminary sketch probably some twenty years earlier, as documented in 
the Caitanya-caritamrta**. During his first visit to Vrndavana, he started to write a 
drama on the pastimes of Lord Krsna, and composed the ndndi verses as an 
auspicious introduction. He had been thinking on how to present the action of the 
drama, made a few notes and began to write. He and his younger brother Anupama 
then traveled back to Bengal, closely missing their elder brother Sanatana on the 
way who was right then traveling to Vrndavana in the opposite direction. Anupama 
unfortunately left this world at that point, and Rúpa Gosvami alone traveled on 
from Bengal to Jagannatha Puri to meet Sri Caitanya. He happened to rest over 
night in a village in Orissa, called Satyabhamapura. While resting that night, he had 
a dream that a celestially beautiful lady came before him and gave him the following 
order, “Write a separate drama about me, by my mercy it will be extraordinarily 
beautiful.” (Caitanya-caritamrta, Antya, 1. 42) 

Ripa Gosvami concluded that Srimati Satyabhäma, one of the principal Queens of 
Lord Krsna in Dvaraka, had ordered him to write a separate drama about her. When 
Lord Caitanya told him a similar thing in Puri (“Do not try to take Krsna out of 
Vrndavana”), he was amply convinced that the subject matter of the two lilds had to 
be kept apart. That is how the original one drama came to be divided into two, and 
they are now known as Vidagdha-madhava, describing the pastimes of Madhava in 
Vrndävana, and Lalita-mádhava, moving the pastimes to the sphere of Dvaraka. The 
first of them was completed in the year 1532, and the second in the year 1537. 

The main focus of the two dramas is of course the sentiment of bhakti, expressed in 
the lives of the characters, the eternal associates of the Lord, and serves as a potent 
via medium for the present devotees to enter the devotional sphere of Krsna-lila. 
Devotional dramas of this kind have a very different purpose to fulfil than mundane 
dramas whose only goal is entertainment. The two dramas of Ripa Gosvami are 
often not even staged, due to their intimate and esoteric nature, but are privately 
read and relished deeply, as one scene after another exemplifies the magic beauty of 
bhakti-rasa. The action in the drama is secondary, and often the events are stringed 


9$ Ripa Gosvami's second meeting with the Lord happened in the year 1515, shortly after his younger 
brother Anupama’s untimely demise. Anupama is the father of Jiva and Jiva Gosvami's birth is usually 
calculated as 1513, and he was ophaned as a young boy. Completing the family obligations after the 
departure of Anupama, Ripa Gosvami traveled to Puri to meet Lord Caitanya. The incident is 
described in the Caitanya-caritamrta, Antya, Chapter 1. 
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together in a loose fashion, not coming in any strictly ordered temporal scheme?" 


The devotional drama is not of this world, its concern is with the supernatural world 
of Goloka, where time is a mere sequence of events relating one to the Supreme Lord 
in love. As such, devotional dramas have little to offer to those whose devotional 
sarnskäras are lacking. This immediately becomes apparent when we study the 
contemporary summary works on Indian classical drama. While native Indian 
scholarship, being slightly pious and receptive to the ideals of devotion, always 
speaks of Sri Ripa Gosvämi in most respectful terms, Western scholars tend to be 
merciless and critical for no apparent reason, except perhaps their painful lack of 
punya. A. B. Keith for example, in his work The Sanskrit Drama, is extremely critical 
of many authors, not only of Ripa Gosvami. A short quote will suffice, 


The Pratäpa-rudriya of Vidyanatha is a mediocre compilation from the Dasaripa 
and the Kavya-prakasa of Mammata, covering the whole field of poetics; it illustrates 
the formal rules of the drama by the composition of a wretched drama in honour of 
Prataparudra of Warangal (...) Of much greater interest is Vidyadhara's Ekavali; (...) 
as a poet his merits are negligible, but he shows a lively interest in his subject and 
intelligence in his views. Of greater popularity than either is Vi$vanatha Kaviraja, 
the author of the Sahitya-darpana, a general treatise on poetics. His handling of the 
drama is based largely on the Dasa-rúpa and its commentary, but he introduces a 
good deal of matter from the Nàtya-sástra in his sixth chapter, (...) which the Dasa- 
rüpa omits. In this Vi$vanätha indicates his servile character, which, however, 
renders his work the more valuable as an exposition of the orthodox doctrine. (...) 
The lack of order and the errors in his work are made the basis of criticism by Rupa 
Gosvami in the early part of the sixteenth century, but his own Nataka-candrika 
shows little improvement on the work of its predecessor, whence it draws much of its 
material; its real purpose is to eulogize the saint Caitanya whose disciple Ripa was 
and in whose honour he composed dramas of no merit." 


To produce pages and pages of ruthless criticism is far from being any art, it is not 
even decent scholarship, and the ability to do so is far from the ability to write 
anything even close to perfection by oneself. I for one have never seen even one 
Sanskrit verse produced by any of these eloquent critics of Sanskrit literature. Their 
complete inability to relate to the purpose of devotional drama simply confirms the 
statement of Rüpa Gosvami in the Bhakti-rasamrta-sindhu: 


sarvathaiva durüho ‘yam abhaktair bhagavad-rasah 
tat-padambuja-sarvasvair bhaktair evanurasyate 


337 This is perhaps the case in the Vidagdha-madhava. 
338 A. B. Keith, The Sanskrit Drama in its Origin, Development and Practice (Delhi, 1992, originally 
published in 1923), pp. 293-4. 
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Rasa directed to the Lord is very difficult to understand for those with no devotion. 
Only those who have dedicated themselves completely to the lotus feet of Bhagaván 
can taste this bhagavad-bhakti-rasa. (BRS, 2. 5. 131) 


And it is not only bhakti-rasa that remains hidden to non-devotee scholars, they 
fail to see any beauty in the seemingly static poetic descriptions of miniature facets 
of Krsna-lila, always hankering for artificial upsurges of dramatic action and conflict. 
It takes a very different heart to be able to appreciate the mellow softness of Rúpa 
Gosvämi’s poetic expressions. Western scholars, often insensitive and rough, are like 
wild elephants in a garden of strawberries. 

And even within native Sanskrit poetic criticism, one often feels that there is not 
much originality in admitting excellences in particular poetic works. Whatever has 
been established by an authority on poetic theory is blindly copied by generations of 
lesser theorists, as if admitting that they do not see much beauty in a particular 
poetic piece would expose them as being without the ability of tasting poetry. And 
since not many really fully understand the abstruse footing of poetic theory, they are 
at a loss to find adequate examples of it on their own. Dhvani is praised over all other 
elements of poetic expression, but Ripa Gosvami’s works do not excel in mere 
dhvani, suggestion of sentiment per se. In his works, even the supreme notion of the 
standard poetic theory, dhvani, is subordinated to a very serious purpose. Bhakti does 
not denote mere savoring, relishing and enjoying poetic expressions and ecstasies, it 
is tied with one’s whole being, overwhelming it and giving it purpose, of being a 
humble devotee surrendered in love and service to the Supreme Lord. Only by being 
a sincere practitioner of bhakti-yoga does one actually taste bhakti-rasa, otherwise 
even tasting the mellows of Krsna-lila remains a mere exercise in becoming excited 
by poetic dhvani. 

Let us inspect Rüpa Gosvami’s poetic works, and allow them to show their force of 
devotion to us, without applying to them the stereotyped measuring rods of 
achievement — that have been constructed for mundane genres of literature, 
diametrically opposed to the tasting of devotional rasas. 


9. 1. 1. Rupa Gosvami's Kavya 


His two famous giti-kavyas, modeled on Kälidäsa’s Meghaduta, are supreme 
specimens of devotional poetry. Usually the first of them, the Harhsadiita, is usually 
understood to be the earliest work of Ripa Gosvami, completed before he even met 
Lord Caitanya (which happened in 1513). This is probable, since the namaskriya and 
the final verses do not contain an allusion to Mahaprabhu, which is the case in all 
his later works. The second of the two düta-kavyas, the Uddhava-sandesa, was 
probably composed later. Its last verses may be interpreted as a glorification of Sri 
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Caitanya, although they could also denote Ripa Gosvami's elder brother Sanátana 
Gosvami. 

If Ripa Gosvamr's practical application of the styles and literary genres used before 
him to suit his own transcendent purposes is overly stressed by the critics, it may 
adversely affect the depth of our appreciation of his works. He was not a plagiarist, 
but an extremely subtle, refined compiler who took advantage of the previous poets’ 
descriptions of emotion, and of the techniques they used to describe them. Any poet 
coming before him has thus offered his work unknowingly to the Supreme Lord of 
Ripa Gosvami’s heart who is always described by the choicest of poetry, 
Uttamasloka. He is the one who rightly deserves all praise, and Rupa Gosvami has 
demonstrated this fact in offering a collection of stutis to His beloved Lord, Govinda, 
composed in the manner of biruds (that is usually a genre used by royal bards)”. 
Govindadeva is the actual king of Vrndavana, of Jaipur, of the whole world, and the 
purpose of all poetry is to acknowledge that and praise Him. All creation falls into 
place within the worldview of bhakti, and all universal energies are submissive to one 
who is fully devoted to the Lord. One of the many siddhis of a pureminded saint is 
that whatever he would need in his own work is supplied to him without any effort 
on his part, since he is completely aligned in purpose with the Lord of all creation. 
Ripa Gosvami’s use of various existing literary moulds for his extraordinary 
devotional poetry should be understood in this manner. 

The Hamsaduta describes the anguish of the gopis of Vrndavana after Sri Krsna 
has left for Mathura. Lalita, despondent in her efforts to help Srimati Radharani, 
expresses her helplessness to a nearby swan, imagining him to be a suitable carrier of 
a message to Sri Krsna in Mathura. The work is written in the $ikharini meter. 


kadacit khedagnim vighatayitum antargatam asau 
sahalibhir lebhe taralita-mana yamuna-tatim 
cirad asyäs cittam paricita-kutira-kalanad 
avastha tastära sphutam atha susupteh priya-sakhi 


tada nispandangi kalita-nalini-pallava-kulaih 
parinahat prema-nama-kusala-Satasanki-hrdayaih 
drg-ambho-gambhiri-krta-mihira-putri-laharibhih 
vilina dhulinam upari parivavre parijanaih 


tatas tám nyastangim urasi lalitayah kamalini 
palasaih kalindi-salila-Sisirair vijita-tanum 
paravrta-$vasañkura-calita-kanthim kalayatam 


sakhi-sandohanam pramada-bhara-Sali dhvanir abhüt 


nidhayanke pankeruha-dala-vitankasya lalita 


332 The Govinda-birudavali is included in his Stava-mala. 
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tato radham niraharana-saranau nyasta-carand 
milantam kälindi-pulina-bhuvi khelañcita-gatim 
dadarsägre kamcin madhura-virutam $veta-garutam 


tadaloka-stokocchvasita-hrdaya sädaram asau 
prandmam Samsanti laghu laghu samäsädya savidham 

dhrtotkantha sadyo hari-sadasi sandesa-harane 

varam dütam mene tam ati-lalitam hanta lalita 


amarsät premersyam sapadi dadhati kamsa-mathane 

pravrttä hamsáya svam abhilasitam Samsitum asau 
na tasyä doso ‘yam yad iha vihagam prärthitavati 

na kasmin visrambham disati hari-bhakti-pranayita 


One day Srimati Radharani went to the bank of the Yamuna with Her dearest friends 
being desirous of extinguishing the fire of separation in which She was burning. 
However, upon seeing a cottage which was the site of Her many meetings with Krsna, 
She again became intensely absorbed in those memories. At that time, Her friend 
Susupti came and rendered her unconscious to protect Her from the agony of 
separation. 

Radharani’s sakhis lay Her motionless body on a bed of soft lotus stems and 
surrounding Her began to fan Her with lotus leaves. Due to their intense love for Her 
they began to fear that some great adversity was imminent and they began to cry with 
such intensity that the waves of the Yamuna began to break higher with their tears. 
Lalita then held the quiet Radha against her breast and sprinkled Her with the waters 
of the Yamuna from the lotus leaf with which she was fanning Her. Radha’s throat 
quivered with the faintest signs of breathing at which the sakhis, relieved, rejoiced 
loudly. 

Lalita again put Srimati down to lie on the lotus bed and rose to bring water for Her 
from the river. As she stepped forward she saw a beautiful, dazzling white swan moving 
towards her most gracefully while making a sweet sound. 

Lalita became a little encouraged at the sight of the charming bird and welcomed it 
respectfully. Stepping lightly toward it out of curiosity she became more and more 
eagerly hopeful and began to believe that this bird was a suitably qualified messenger 
to convey the depressed state of their minds to Sri Krsna in Mathura. (Hathsaditta, 
verses 3-8) 


After describing to the swan the path to Mathura, where many stops will remind 
him of the pastimes of Krsna, she tells him about Lord Krsna living in Mathura. She 
instructs the swan to see if the Lord of the Yadus is happy, and if that is so, to not 
even start telling Him about the suffering of the gopis. But if the fragrant breezes 


%0 [ use the electronic version from the www.gaudiyagranthamandira, and work with an anonymous 
translation available within the ‘Acarya Folio’ subset of the Bhaktivedanta Vedabase. I have also 
consulted Kusakratha Prabhu’s translation, but this other one is more satisfactory. 
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from Govardhana and the sound of the cuckoos perching on the terrace of His 
palace will remind the Lord of Vrndavana, then only, she says, should you convey 
my message to Him. 


pura tisthan gosthe nikhila-ramanibhyah priyataya 
bhavan yasyam gopi-ramana vidadhe gaurava-bharam 
sakhi tasyd vijriapayati lalita dhira-lalita 
pranamya $ri-padambuja-kanaka-pithi-parisare 


kim ävista bhütaih sapadi yadi väkrüra-phaninäa 
ksatäpasmärena cyuta-matir akasmät kim apatat 
iti vyagrair asyam gurubhir abhitah kicaka-rava- 
$raväd aspandayam mura-hara vikalpa vidadhire 


aye räsa-kridä-rasika mama sakhyam nava-nava 
pura baddhä yena pranaya-lahari hanta gahana 
sa cen muktäpeksas tvam api dhig imam tila-Sakalam 
yad etasyà näsä-nihitam idam adyapi calati 


mukunda bhrantaksi kim api yad asamkalpita-Satam 

vidhatte tad vaktum jagati manu-jah kah prabhavati 
kadacit kalyani vilapati ya utkanthita-matis 

tad akhyami svamin gamaya makarottamsa-padavim 


garīyān me premä tvayi param iti sneha-laghuta 
na jivisyamiti pranaya-garima-khyapana-vidhih 
katham näyasiti sva-vasa-paripati-prakatanam 
harau sandesäya priya-sakhi na me vag avasarah 


mano me ha kastam jvalati kim aham hanta karavai 
na param nāvāram kimapi kalayämy asya jala-dheh 
iyam vande múrdhna sapadi tam upayam kathaya mam 
patamrsye yasmad dhrti-kanikayape ksanikaya 


This is my message, please repeat to Him exactly what I say to you now: “O Lord of the 
gopis, o charming hero! Please lend Your ears to that which is now being submitted to 
You by Lalita who is the dearest friend of that gopt whom You loved above all others 
when You resided here in Vrndavana. She offers her respectful obeisances in front of 
Your feet, resting on a golden footstool. 

O destroyer of Mura! When Srimati Radharani faints at the whistling sound of the 
bamboos in the wind [remembering the sound of Your flute] the elders become puzzled 
and search for the cause of Her malady. Some fear that She has been possessed by 
spirits, some apprehend that she was bitten by some cruel serpent [not knowing that 
actually yes, She has been bitten by that snake Akrüra]. Others ascribe the cause to 
epilepsy, but no one actually knows. 
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O Krsna! Expert enjoyer of the räsa dance! If You have truly forsaken that Radha with 
whom You once created a love which deepened in intensity at every moment, then 
curses on this swab of cotton which we are holding before Her nose and which 
indicates that there is still some slight bit of life within Her. 

O Mukunda! Who on this earth can narrate the hundreds of things that Radharani 
prattles in Her delirious state? O Lord! Let me repeat some of those utterances. Please 
make these statements enter into Your beautiful ears which are decorated by dolphin 
shaped earrings. 

Radha says: “I do not know the words which could be used in a message to Him. If I 
say, ‘I love You very much’, that sounds too light. If I say, ‘I cannot live without You’, it 
seems I am advertising My pretentious love, and if I say ‘Why do you not come back to 
Vrndavana” then it will seem that we are trying to control Him. 

My mind is burning up! How terrible! What should I do? I can see no shore on either 
side of this great ocean of suffering into which | have fallen. I am making this prayer 
with My head bowed — somebody please tell me how I can cross over, or at least how I 
can have the patience to tolerate the situation." (Hamsaditta, 76, 80, 96, 98, 99, 104) 


Ripa Gosvami’s Uddhava-sandesa is a similar composition describing Krsna's side 
of the painful separation, as He is forced to remain in Mathura, but yearns to again 
experience the love of the Vraja-gopis. He reveals His heart to His close companion 
Uddhava. The work is a string of wonderful verses in the mandakranta metre. 


tvam sarvesäm mama guna-nidhe bandhavanam pradhanam 
tvatto mantraih $riyam avicalam yadavah sadhayanti 
ity asvasad abhimata-vidhau kämaye tvam niyoktum 
nyastah sadhiyasi saphalatam artha-bharo hi dhatte 


samrambhena ksiti-pati-giram lambhite garvitanam 
vrndäranyan mayi madhu-purim gandini-nandanena 
vallavyas tah viraha-dahana-jvalika-mandalinam 
antar-linäh katham api sakhe jivitam dharayanti 


pranebhyo me pranaya-vasatir mitra tatrapi radha 

dhatuh srstau madhurima-dharadharanad advitiya 

vaco-yukti-stavakita-padair adya seyam sakhinam 
gädhasvasair vidhura-vidharam prana-bharam bibharti 


gatva nandisvara-Sikharino mekhalam ratna-bhitam 
tva vallibhir valayita-nagam vallavadhisa-pallim 
tam dastangim viraha-phanina pranayan prinayartam 
varta-mantra-dhvanibhir atha me mantri-cudamanindra 


tisthanty ete jagati bahavas tvad-vidhanam vidhatum 


cetah pürtim nanu jana-pada mürtibhir me sanathah 
bhüyo bhüyah priya-sakha Sape tubhyam avyajato ‘ham 
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bhür anya me hrdi sukha-kara gosthatah kapi nasti 


mad-vislesa-jvalana-patali-jvalaya jarjarangih 
sarve tasmin nidhana-padavim $akhino ‘py asrayisyan 
gopi-neträvali-vigalitair bhüribhir baspa-varam 
pürais tesam yadi niravadhir nabhiseko ‘bhavisyat 


ätma-klesair api nahi tatha meru-tungair vyathante 
vallavyas tah priya-sakha yatha mad-vyatha-lesato ‘pi 
durväräm me viraha-vihitam nihnuvanas tathapi 
prema-granthim tvam ati-prthulam tásu vikhyapayethah 


Oh ocean of virtues, Uddhava, you are My closest relative. Due to your advice and 
directions, we Yädavas are enjoying full prosperity. For these reasons I wish to give you 
the service of fulfilling a very secret desire of Mine. If one gives one's desired work to a 
person full of good qualities, then he can be sure of the result. 

O My friend! When we heard from Akrúra about the king's arrogant order, we came 
along with him from Vrndävana to Mathura. At that time the young Vraja-gopis 
entered into an ocean of separation from Me. O My dear friend! Now they are 
somehow or other keeping their life-force within their bodies. 

O My friend! Of all those gopis, beautiful $rimati Radharani, who has no equal and is 
more dear to Me than My life, is somehow remaining alive due to Lalita and Her other 
gopi friends tactfully convincing Her with many promising speeches about My return. 
O best of advisers, Uddhava! Please go to Nandagrama, the capital of Nanda Maharaja, 
which is situated on a beautiful hill covered with wonderful creepers, with the best of 
trees, and surrounded by a wall made of priceless jewels. There, kindly deliver My 
message to Srimati Radharani who has been bitten by the snake of separation and is 
feeling unlimited anguish in Her heart. Please try to bring her back to life and make 
Her happy again. 

O My dear friend! In this world, there are many holy and important places where I 
appear in various Deity forms to bring happiness to My pure devotees like yourself. But 
I honestly swear to you that there is no place which brings more happiness to My heart 
than Gokula (Vraja). 

In the abode of Vraja, what to speak of the moving beings, even the trees, creepers, 
grass and other non-moving entities would have been burnt up in the fire of 
separation long ago, if the streams of tears of the gopis would not drench them. 

My dear friend! When the gopis would see Me even a little distressed, they became 
very unhappy, but they would not become even a little distressed if a mountain of 
unhappiness came upon them. Therefore, please do not tell them about the unlimited 
unhappiness I am experiencing due to separation from them, simply remind them how 
much I love them. (Uddhava-sandesa, verses 4-10)% 


341 a . = 

L use the edition presented by Padmalocan Das that circulates among the Gaudiya devotees. My 
purpose here is not to attempt to overturn every sentence in the translation in the supposed direction 
of improvement, but to present a fairly accurate translation where the transparency and unassertive 
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9. I. 2. Transcendent Poetry 


Rúpa Gosvami emerges as a subtle knower of the most gentle and delicate feelings, 
which, however, are exclusively reserved for the dealings between Sri Krsna and the 
gopis. In his anthology of verses on bhakti and Radha-Krsna-lila, the famous 
Padyävali, Ripa Gosvami brings together the scattered glorifications produced by 
many poets, thus saving them from oblivion”. Some of the verses may have been 
written as a mere flash of inspiration on mundane $mgara-rasa, the worldly 
reflection of the spiritual attachment. But if the theme is suitable and not 
antagonistic to the ideals of Vraja-bhakti, he includes them in the collection, perhaps 
adjusting a word or two, like changing the word käntä into Radha*?. He persistently 
uplifts mundane poetry into its spiritual ideal, of the attraction of the jivatma to the 
Supreme Atma. Above such neutral attraction without any distinctions glistens the 
spiritual world with its amazing variety of residents full of prema, and pastimes with 
the Lord of their hearts. The playfulness of their lila should entrance us and make us 
forget our identification with the world of dull matter. 


yad-avadhi yamunayas tira-vdnira-kuiije 

mura-ripu-pada-lila locanabhyam aloki 
tad-avadhi mama cittam kutracit kärya-mätre 
na hi lagati muhürtam kim vidheyam na jane 


Ever since 1 caught a glimpse of Lord Krsna’s pastimes on the bank of the Yamuna 
river, in a thicket of reeds, my heart does not allow me even a moment to focus on my 
work. What should 1 do? (Padyavali, verse 167, composed by Sri Kavicandra) 


A copy of Goloka descends with the Lord at the time of His pastimes on earth, and 
remains here, as a reminder of His presence. Even today, thousands of pilgrims 
revisit the places of His lila, offer ärati to the divine river Yamuna at Kesi Ghat, and 
circumambulate the forest of Vrndävana. Devotional poetry becomes a potent 
medium to transpose them back into the lilas that have been happening here five 
thousand years ago, and into which a reentrance is sought through a deep immersion 
in their descriptions. 





nature of the presenters (translators, editors and so on) helps the samäjikas, in this case the readers, 
experience the potent poetic genius and deep bhakti of Srila Ripa Gosvami. 

3? The Padydvalt is a collection of 386 verses gathered from 125 less known authors, Vaisnavas, poets 
and others, with the exception of the known Vaisnavite works like those of Jayadeva and 
Bilvamangala. Some of the verses are by Rupa Gosvami himself. Sushil Kumar De has published an 
edition based on sixteen manuscripts (Dacca 1934). 

35 Sushil Kumar De in his edition of the Padyavali calls it ‘vaisnavizing the verses’, and lists the 
changes. In the Introduction, p. cxii, and on p. 200 of the main text. 
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aträsit kila nanda-sadma $akatasyatrabhavad bhanjanam 
bandha-ccheda-karo “pi damabhir abhüd baddho ‘tra damodarah 
ittham mathura-vrddha-vaktra-vigalat-ptyiisa-dharam pibann 
änandäsru-dharah kada madhu-purim dhanyas carisyamy aham 


When will I be so fortunate to be able to visit the area of Vraja, crying tears of bliss 
while drinking the stream of nectar flowing from the mouth of an old resident of 
Mathura: ‘Nanda’s house was here. This is where Krsna broke the cart. Here 
Damodara, who cuts the bonds of mundane existence, was bound up by ropes.’ 
(Padyävali 121, quoted in Bhakti-rasamrta-sindhu, 1. 3. 40) 


Without any extraneous effort, the eager devotees who simply adore Damodara 
and His sweet lila, find themselves bound to Him in love, while their mundane 
affections slacken. Who could resist the appeal of Sri Krsna’s Vrndavana-lila, and 
who would not envy His fortunate associates who share the bliss of such playful 
existence, the ultimate universal drama, far from the frigtening and painful dream of 
mundane identification? Upon visiting the places of the Lord’s pastimes, the 
devotees eagerly pray to be cheated by the Lord, and thus avoid being cheated by the 
Lord’s illusory potency. Even today, Vraja is decorated with the glorious Govardhana 
Hill, the emblem of all transcendent joy and fun. In the lap of Govardhana is the 
sacred Manasi Ganga lake, the site of the Lord’s humorous pastimes in an old rotten 
boat. 

päniya-secana-vidhau mama naiva pani 
visramyatas tad api te parihasa-vani 
jivami cet punar aham na tada kadapi 
krsna tvadiya-taranau caranau dadami 


My arms are tired. I cannot continue with throwing out the water. But You do not stop 
Your joking. O Krsna, if I survive this, I will never again put my feet into Your boat. 
(Padyavali, verse 276, by Sri Manohara) 


Ripa Gosvami gained the full confidence of his master, Sri Caitanya Mahaprabhu, 
with his sharp ability to distinguish mundane poetry from the transcendent. An 
incident during their second meeting in Puri is well-known. Mahaprabhu ecstatically 
danced during the annual Ratha-yatra festival of Lord Jagannatha, absorbed in the 
mood of the gopis who are calling Sri Krsna back to Vrndavana?**. He recited a verse 
found in mundane compendiums of poetic theory, authored by Sila Bhattarika*: 


34 In his commentary to the Bhakti-rasamrta-sindhu, Jiva Gosvami clarifies that che word madhu-puri 
actually refers to the whole Mathura-mandala, or Vraja-mandala. This is clear from the verse itself 
which describes places in Gokula, far away from the city of Mathura. 

345 The Ratha-yatra esoterically represents the time when, during a solar eclipse, the residents of 
Vrndävana and the residents of Dvaraka met in the holy place of Kuruksetra. After tens and tens of 
years, the gopis of Vrndavana and the rest of the Vraja-vásis finally meet Krsna again. But they 
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yah kaumära-harah sa eva hi varas tà eva caitra-ksapäs 
te conmilita-malati-surabhayah praudhah kadambanilah 
sa caiväsmi tathapi tatra surata-vyapara-lila-vidhau 
revä-rodhasi vetasi-taru-tale cetah samutkanthate 


That very personality who stole my heart during my youth is now again my master. 
These are the same moonlit nights of the month of Caitra. The same fragrance of 
mälati flowers is there, and the same sweet breezes are blowing from the kadamba 
forest. In our intimate relationship, I am also the same lover, yet still my mind is not 
happy here. I am eager to go back to that place on the bank of the river Reva under 
the vetasi tree. That is my desire. (Quoted in Caitanya-caritamrta, Antya, 1. 78) 


Ripa Gosvami noted the sentiments hinted at in the verse and understood 
Mahäprabhu’s mind. He composed another verse with a similar meaning, but made 
the relationship and the occasion explicit, the meeting of Radha with Krsna at 
Kuruksetra, after long years of separation. 


priyah so ‘yam krsnah saha-cari kuru-ksetra-militas 
tathaham sa radhä tad idam ubhayoh sangama-sukham 
tathapy antah-khelan-madhura-murali-pañcama-juse 
mano me kalindi-pulina-vipinaya sprhayati 


My dear friend, now I have met My very old and dear friend Krsna on this field of 
Kuruksetra. I am the same Radha, and now we are meeting again. It is very pleasant, 
but I would still like to go to the bank of the Yamuna beneath the trees of the forest 
there. I wish to hear the vibration of His sweet flute playing the fifth note within that 
forest of Vrndavana. (Quoted in Caitanya-caritämrta, Antya, 1. 79) 


Srila Krsnadäsa Kaviraja narrates the whole incident. Ripa Gosvami wrote the 

verse on a palm leaf, and then kept it on the thatched roof of his hut and went to 
bathe in the sea at Puri. In the meantime, Sri Caitanya visited him and saw the palm 
leaf sticking out of the roof. He read the verse, and became overwhelmed with 
ecstasy. He showed the verse to his close assistant, Svaripa Damodara, and both 
concluded that Ripa Gosvami has a unique ability to understand Mahäprabhu’s 
mind. A few days later, Sri Caitanya Mahaprabhu appeared in front of Rupa 
Gosvàmi's hut, accompanied with close associates, eager to glorify Rupa Gosvami's 
poetic gift. 





express a slight disappointment due to the changed circumstances, and beg Him to come back to the 
beautiful Vrndavana forest. 

346 The verse is quoted in the Kävya-prakäsa of Mammata, right after his definition of poetry (1. 4), 
which, he says, can possess distinct poetic embellishments or not. The verse is an example where 
there are no separate embellishments, it is a case of dhvani fully predominating, and is not a rasavad- 
alankara. Mammata ascribes the verse to a lady poet Sila Bhattarika, on the authority of the Sakti- 
muktavali. 


245 





Sri Caitanya Mahäprabhu said, ‘My dear Rüpa, please recite that verse from your 
drama which, upon being heard, makes all people's unhappiness and lamentation go 
away.’ 
When the Lord persisted in asking this again and again, Ripa Gosvami recited that 
verse”. 
tunde tandavini ratim vitanute tundavali-labdhaye 
karna-kroda-kadambini ghatayate karnarbudebhyah sprham 
cetah-prangana-sangini vijayate sarvendriyanam krtim 
no jane janitä kiyadbhir amrtaih krsneti varna-dvayt 


I do not know how much nectar the two syllables Krs-na have produced. When the 
holy name of Krsna is chanted, it appears to dance within the mouth. We then desire 
many, many mouths. When that name enters the holes of the ears, we desire many 
millions of ears. And when the holy name dances in the courtyard of the heart, it 
conquers the activities of the mind, and therefore all the senses become inert. 

When all the devotees of Sri Caitanya Mahaprabhu, especially Sri Ramananda Raya, 
heard this verse, they were all filled with transcendental bliss and were struck with 
wonder. 

Everyone admitted that although they had heard many statements glorifying the holy 
name of the Lord, they had never heard such sweet descriptions as those of Ripa 
Gosvami. (Caitanya-caritamrta, Antya, 1. 118-122) 


Rämänanda Raya, a confidential associate of Sri Caitanya, met with the Lord 
during his travels around South India, in present-day Rajahmundry near the river 
Godavari. He was a government offical of the extensive kingdom of Orissa, serving 
under Gajapati Maharaja Prataparudra as the governor of the province of Madras, 
but he gave up his post to join Sri Caitanya in Puri. His aesthetic abilities and 
sensibilities were extraordinary, and he himself wrote a musical nataka similar to the 
Gita-govinda of Jayadeva, named the Jagannätha-vallabha-nätaka”*, which was 
performed in the Puri temple for the sole pleasure of Jagannätha Svami. Ramananda 
Raya was especially appreciative and curious about Ripa Gosvami's poetic creations, 
and the Caitanya-caritámrta narrates that he questioned him at great length about 
various aspects of dramatic composition. Asking about the introductory verses for 
both of the dramas, Ripa Gosvami shyly recited them, and Sri Caitanya, noticing 
that they glorify him, protested that the sweet poetry has been destroyed with bitter 
acids. No one agreed””. Ramananda Raya, praising Ripa Gosvami’s genius, inquired 


347 The verse is included in the Vidagdha-madhava, 1. 15. 

348 A study of his sañgita-nataka has been published by Smt. Rajalaxmi Swain, The Jagannatha- 
vallabha-nataka with Introduction and Translation, (Delhi, 2002). 

34° Ramananda Raya countered that Rupa Gosvami had inserted a piece of aromatic camphor into his 
nectarean poetry, and Sri Caitanya sighed: “My dear Ramananda Raya, you are jubilant at hearing 
these poetic expressions, but I am ashamed to hear them, for people in general will joke about the 
subject of this verse.” Ramananda Raya again disagreed, “Instead of joking, people will feel great 
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about the details of his two dramas, the kinds of entrances of characters, descriptions 
of uddipanas such as the beauty of the forest of Vrndävana, and asked about the 
descriptions of pürva-räga, attachment prior to meeting, of the gopis for Sri Krsna. 
Rúpa Gosvami recited the following verse (from the Vidagdha-madhava, 2. 9), stating 
Radharani’s confusion: 


ekasya $rutam eva lumpati matim krsneti namaksaram 
sändronmäda-paramparäm upanayaty anyasya vamsi-kalah 
esa snigdha-ghana-dyutir manasi me lagnah pate viksanat 
kastam dhik purusa-traye ratir abhiin manye mrtih $reyasi 


Since I have heard the name of a person called Krsna, I have practically lost my good 
sense. Then, there is another person who plays His flute in such a way that after I hear 
the vibration, intense madness arises in my heart. And again, there is still another 
person to whom my mind becomes attached when I see His beautiful effulgence 
resembling lightning in His picture. Therefore I think that I am greatly condemned, 
for I have become simultaneously attached to three persons. It would be better for Me 
to die because of this. (Quoted in Caitanya-caritamrta, Antya, 1. 142) 


After hearing Rüpa Gosvami recite a row of beautiful verses he has composed so 
far, the associates of Caitanya Mahaprabhu were astonished. Ramananda Raya 
praised his poetic ability, and declared that it was an amazing mercy of Sri Caitanya, 
who desired to present the bhakti-rasas of Vraja to the whole world. Ripa Gosvami 
was the crest-jewel of such empowered devotees, which is confirmed in the famous 
pranama-mantra to him”. Let us now turn to a more detailed analysis of his two 
natakas. The Vidagdha-mädhava-nätaka will grace the pages of this chapter, while a 
study of the Lalita-madhava-nätaka is spared for the next chapter, along with the 
theory of dramaturgy delineated in Ripa Gosvami's Nataka-candrika. 


9. 2. The Vidagdha-madhava-nataka 


The following is a short appreciation of the contents of the Vidagdha-madhava- 
nätaka. It describes the Lord’s pastimes in Vrndavana, in seven acts”! 





happiness in hearing such poetry, for the initial remembrance of the worshipable Deity invokes good 
fortune.” (Caitanya-caritāmyta, Antya, 1. 181-2) 

359 Sri-caitanya-mano- bhistam sthāpita yena bhū-tale svayam rūpah kadā mahyam dadati sva- 
padāntikam, “When will Śrīla Rūpa Gosvāmī Prabhupāda, who has established the cherished desire of 
Lord Caitanya in this world [the preaching of the divine bhakti-rasas], accept me near his lotus feet?” 
351 As has been done in previous chapters of the thesis, the intimate pastimes of the Divine couple will 
not be delineated in full, due to the highly esoteric nature of the theme, and the danger of gross 
misunderstanding. 
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1) Venu-nada-vilasa, The Pastimes of Flute-music 
2) Manmatha-lekha: The Love-letter 

3) Rädhä-sanga: The Meeting with Radha 

4) Venu-harana: The Theft of the Flute 

5) Radha-prasadana: Appeasing Sri Radha 

6) Sarad-vihära: Autumn Pastimes 

7) Gauri-tirtha-vihära: Pastimes at Gauri-tirtha 


At the outset of the first act, which begins with a prastavand (prologue), Rupa 
Gosvami in his usual humble manner apologizes for being the author of the work. 


mamásmin sandarbhe yad api kavita natilalita 
mudam dhäsyanty asyam tad api hari-gandhad budha-ganah 
apah salagramaplavana-garimodgara-sarasah 
sudhih ko và kaupir api namita-múrdha na pibati 


Although the poetry in my play is not very beautiful, the wise will take delight in it, 
for it bears the scent of Lord Hari. Even ordinary well-water changes into nectar after 
it baches the glorious Salagrama, and the intelligent drink it, bowing théir heads. 
(Vidagdha-madhava, 1. 4)? 


Himself accepting the role of the sütra-dhara (stage manager) in the prologue, 
Rüpa Gosvami expresses his apprehension that those who have no taste for 
devotional poetry will not like the drama. The pariparsvika (the assistant of the 
sütra-dhara) consoles him that those who know how to taste nectar will be delighted 
to see the play while those who are not able to relish the bhakti-rasas will ignore it. 
Camels do not care for the mango buds which delight the cuckoos. The author 
reveals that he was ordered by Lord Siva in a dream to stage a drama about the 
Lord's pastimes’. The drama seems to have been staged in the vicinity of the 
original Govindadeva temple (which was not yet fully built at the time), near the 
Yamuna and the Kesi-tirtha. Ripa Gosvami hopes to soothe the feelings of 
separation of the rasika devotees who have come to visit Vrndavana, and who roll in 
its dust, crying and sighing. 

The plot of the drama is enriched with all the elements which make the earthly 
Vrndävana-lilä so supremely relishable and intense, both for the Lord and His 
associates, and for us as the removed audience of the events. After having clearly 


352 | use the edition prepared by Pandit Ramakant Jha, with the Hindi commentary. (Varanasi, 1970). 
The numbering of verses will follow his edition. In the wording of the English translation, I mostly 
comply with the version of Kusakratha Prabhu (unpublished manuscript). I acknowledge my debt to 
the helpful thesis on the Vidagdha-madhava-nataka by Donna M. Wulff (see References). 

355 Lord Siva resides in Vrndavana in different forms, as Gopisvara in the town of Vrndavana, as 
Bhütesvara in Mathura, as Kamesvara in Kamyavana, and as Cakresvara at Govardhana Hill. His role 
is subordinate and supportive of the Vrndavana-lila. 


248 





established the spiritual nature of Krsna-lilä, far above the censure of mundane 
morality, we can proceed with the actual theme of the drama. 

The relationship between the Lord and the gopis of Vraja, especially Srimati 
Radhika, is made even sweeter and deeper through the existence of obstacles, 
seemingly serious and insurmountable, but then again insignificant and submissive 
to the lila, by the able orchestration of the Yoga-maya potency. In the first act of the 
Vidagdha-mädhava, Sri Krsna and Rädhä develop mutual attraction (purvaraga) 
before Their actual meeting. Yogamäya has arranged that Radharani is married to a 
gopa named Abhimanyu. Her residence thus shifts from Varsana, the palace of 
Maharaja Vrsablanu, to the village Yavat, where she shares the home with an 
elderly mother-in-law Jatila and her daughter Kutila. The influence and additional 
relish that these two personalities give to Krsna-lila is not exactly matched with 
their intelligence and beauty. In the Ujjvala-nilamani, under the heading of a hidden 
lover, the role of which Sri Krsna accepts in relation to Radharani, Rapa Gosvami 
cites a humorous example from the Padyävali (verse 206): 


sanketi-krta-kokiladi-ninadam kamsa-dvisah kurvato 
dvaronmocana-lola-Sañkha-valaya-kvanam muhuh $rnvatah 
keyam keyam iti pragalbha-jarati-vakyena dünätmano 
radha-prangana-kona-koli-vitapi-krode gata $arvari 


When Sri Krsna stole into Radha’s courtyard to meet with Her, He made a secret 
sound for Her, imitating a cuckoo and other birds. The door opened, and there was a 
continuous sound of bracelets made of conches. But then the bold old woman started 
calling out, ‘Who is there? Who is there?’ His heart disappointed, He spent the night 
in the corner of the courtyard, hiding up in a tree of wild plums. 


It cannot be stressed enough that Sri Krsna is the undisputable Supreme Lord in 
His highest aspect and most intimate form, fully able and eager to reciprocate with 
the pure love of Sri Radha, His hladini-sakti personified, and hosts of other Vraja- 
gopis who are Her expansions. Keeping this in mind, let us plunge into His lila. 


9.2. I. The Venu-nada-vilasa 


The first act of the Vidagdha-madhava describes the efforts of Paurnamäsi, the 
elderly matron of the Vrndavana-lila**, to unite Radha and Krsna despite the 
obstacle personified in the family of Abhimanyu, and threats from Mathura where 
even King Karsa seems to have heard about Radharani's beauty. 


3% She was sent to Vraja by her son, Sandipani Muni, and she traveled from Ujjain along with her 
grandson Madhumangala and granddaughter Nandimukhi. 
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In the prelude (viskambhaka), through a discussion between Paurnamasi and her 
granddaughter Nandimukhi, we learn of Radhika's purvaraga, occasioned by the 
mere utterance of the word Krsna. Nandimukhi, saddened by the turn of recent 
events, asks Paurnamäsi why she has not intervened in the sad match of Radha with 
Abhimanyu, when Radha will never be able to tolerate the touch of anyone other 
than Sri Krsna. Paurnamäsi reveals that the marriage was the work of Yogamaya to 
trick king Karsa, and to keep Radha close to where Krsna is. Paurnamasi orders that 
Visäkhä, a close friend of Radha, should paint a picture of Krsna and show it to her 
mistress. Paurnamäsi herself proceeds to allure Krsna with the name of Radha. 

The actual act opens with the scene of the cowherd boys, headed by Balarama, 
Madhumangala and Sridama, who eagerly surround Sri Krsna in the company of His 
parents. His affectionate mother and father embrace Him, and mother Yasoda 
lovingly asks why He has forgotten to come home in the afternoon. His humorous 
brahmana friend Madhumangala, son of Sandipani Muni, who has come with his 
grandmother to Vraja and was blessed with the entrance into the inner circle of the 
cowherd boys, attempts to explain: 


Madhumangala: O Queen of Gokula, please listen. (attempts to coin a verse) 
gobhyah sape kim api düsanam asya násti 
*I swear on the cows that Krsna is not at fault." (Krsna looks at him affectionately) 


tübhir yad esa rabhasad abhikrsyamanah 
kuñjam visaty adhika-keli-kalotsukabhih 


“He stays in the forest so late because He is lured to the kuñjas by all these playful ...” 
(his speech is broken) 


Krsna (embarrassed, aside): This simpleton will now disclose My pastimes with the 
gopis. I must signal him to stop. (shakes His head) 


Madhumangala: O friend, why do You stop me as I speak to Your saintly mother? 
Krsna (aside): Alas, because of this fool I have fallen into a trap of embarrassment. 
Madhumangala: Dear mother, what I meant to say is (he gallantly concludes the verse) 


pitambaras tvaritam amba suhrd-ghatabhih 
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“O mother, He who wears a lovely yellow silk, stays in the forest to play with 
multitudes of His friends, the cowherd boys.” 


After a short discussion between Nanda and Yasoda about a suitable girl to be 
married with their naughty Krsna, they conclude He is still too young, and the 
cowherd boys ask for permission to stay in the pastures with the cows for some more 
time. Sri Krsna decides to delight everyone with the sound of His flute. 


Balarama: Look! Everything is becoming the opposite of its natural state! When Krsna, 
playing on the bank of the Yamuna, kisses His flute, the waters of the streams become 
stunned and solid, the rocks become soft and melt, and the mountains, no longer 
standing still, tremble and walk about. 


Madhumangala: O, o, wonderful! Drinking the flood of nectar which is the sweet 
sound of Krsna's flute, the cows are stunned with bliss. Now they are sprinkling the 
flowers with great waves of milk. (pushes Krsna with his hand) Dear friend, why are you 
so proud? By its very nature, the flute makes everyone mad with bliss. You are only its 
helper. 


(voice from the sky) 


The transcendental vibration of Krsna's flute blocked the movements of the rain 
clouds, it made the Gandharvas shocked in wonder, and agitated the meditation of 
great saints like the four Kumäras. It amazed Lord Brahma, confused Maharaja Bali 
with an onslaught of curiosity, made Ananta Sesa, the holder of all the planets, whirl 
around, and pierced the layers of the universe. 


Balarama (looking up, happily says to himself): Why does Narada Muni, reciting poetry 
and playing on his vind, hide behind the clouds? (indistinct sound again in the sky) 


Madhumangala (looking up, frightened): Help, help! Let's run! Let's run away! 

S$ridämä: Fool, what are you saying! 

Madhumangala (frightened, looking upwards): Eh, silly country boy, don’t you see? 
Riding on a swan, and accompanied by a naked ghost grabbing many snakes, this four- 
headed yaksa or raksasa now approaches us. (looks again and trembles) Led by that 


demon whose body is all covered with eyes, they will now attack us from the sky. These 
must be Karnsa's servants. (he hides, placing his head behind Krsna) 


Krsna (aside): Why do the kings of the directions, attracted by the sweetness of the 
flute-music, hide in the clouds? (again plays the flute) 


355 The frightening female ending of the word utsukabhih is matched in the second part of the verse 
with the female gender noun, ghatá ‘multitude’. Madhumangala manages to revert a disaster. 
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Madhumangala (looking up and sighing deeply): These wicked demons are agitated, 
stunned, and frightened merely by the sound of my friend's flute. I am alive! O wicked 
rogues! Stop! Don't move! By cursing you or by striking you with my bow, 1 will crush 
your bald heads! (shaking a stick, he jumps about) 


Balaráma (smiling): Friend, don't talk like that. These two persons are Lord Brahma 
and Lord Siva. On their left are Indra and the leaders of the demigods. 


Madhumangala: Of course! (he sighs with relief) I knew it all along. I was only joking. 
But you were afraid. Thinking that the demigods are raksasas, you wanted to escape. 


Krsna (smiling): O friend of the demigods, you see your own foolishness in others. 
Balarama: Look, look! 


astabhir $ruti-putakair nava-vainava-kakalim kalayan 
$ata-dhrtir api dhrti-mukto maräla-prsthe muhur luthati 


Hearing the sound of the flute with his eight ears, Lord Brahma, the performer of one 
hundred dhrtis (sacrifices), freed from his dhrti (steadiness) rolls about on his swan. 


(again the sound of the vind in the sky) 


udite hari-vaktrendau  venu-ndda-sudha-muci 
hanta rudra samudrena sva-maryada vilanghita 


When the moon of the face of Hari rises, emitting the nectar of flute-music, then, alas, 
the ocean of Lord Siva floods over the boundaries of composure. 


Sri Krsna becomes bored with entertaining the demigods, and He turns His 
attention to the beauty of the Vrndävana forest. His friend Madhumangala, 
however, is less appreciative of the humming bees and flowering vines, his interest is 
in the delicious foods cooked by the Queen of Vraja. Encouraged by Krsna, he prays 
to the flowering kalpa-vrksas of Vrndavana for an instant satisfaction of his 
stomach. Immediately upon his fervent prayer, Paurnamäsi appears with a plate of 
sweets, intimating to the boys that this is a gift from Mukharä, the grandmother of 
Rädhäräni, who was recently married to Abhimanyu. At the mention of Radha, 
Krsna is visibly affected and consequently embarrassed, which is noticed by 
Balarama and Paurnamasi. He tries to change the subject, but Paurnamasi persists 
and is not happy before she mentions Radha again. 


Krsna (to Himself): Ah! Why has destiny again brought Me news of Radha, she who 
enchants My heart? 
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Madhumangala (aside): Why does He become so excited by the name Radha? (openly) 
Do not become so thirsty after this. 


Krsna (with loving anger): Talkative friend, shame on you. After what do I thirst? 


Madhumangala: Oh, don't be angry. | am only talking about these wonderful 
manoharis [sweets, or the gopis]. 


Krsna: Friend, I misunderstood. But these aren't the manohara laddus, these are the 
mauktika laddus. 


Madhumangala (laughing): Friend, I would never try to fool You with a pun on the 
name of the star Radha. Why would I try to fool You? (Krsna is increasingly 
embarrassed) 


Paurnamäsi (aside): Really, the naughty boy is teasing Krsna. His heart overcome with 
love, He is now ashamed. All my desires are fulfilled. (openly) The star Radha moves in 
the firmament, the home of Lord Visnu. How can anyone in the world of humans 
attain Her? 


Krsna (at the use of the word Visnu-pada, he gazes into the sky and smiles, then 
approaches Balarama): Noble brother, it is already late afternoon. Please take the cows 
to the bank of the Yamuna, and let them satisfy their thirst. Please enjoy these 
delicious laddu sweets. I will rest for a moment with my dear friends Śrīdāma and 
Subala. 


In the intimate company of His close friends, Krsna continues to muse on the topic 
of Radha. He asks Sridama, “Dear friend, have you ever seen Her, this most beautiful 
girl in the universe?” Sridama only smiles and lowers his head in embarrassment. 
Subala clarifies, “Friend, how can You ask whether he has seen Her? She is his 
sister.” iim 

In another part of the Vrndavar ‚est, Radha and Lalita come close to a banyan 
tree, and Lalita introduces it as “tin famous tree where Krsna enjoys His pastimes’. 
Radha, excited, pretends She did nor hear well. “Friend, whom did you say?” Lalita 
smiles knowingly, enjoying the repetition as much as Radha, “I said Krsna.” 

Right then the sound of Krsna’s flute enters the ears of the two friends. Radha is 
overcome with emotion, and Lalita scientifically observes how ‘the delicate doe falls 
into the trap of the hunter’. 


esa sthairya-bhujanga-sangha-damanäsange vihangesvaro 
vrida-vyadhi-dhura-vidhinana-vidhau tanv-angi dhanvantarih 
sadhvi-garva-bharambhu-raSi-culukarambhe tu kumbhodbhavah 
kalindi-tata-mandalisu murali-tundad dhvanir dhavati 
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O slender girl, on the plains near the Yamuna, a sound escapes from the mouth of the 
flute which is like Garuda, defeating the snakes of the gopis’ peace, like Dhanvantari 
who violently destroys the disease of the gopis’ shyness, and like Agastya Rsi who 
quickly drinks up the great ocean of the saintly gopis’ pride. 


Radha admits that She is utterly affected, and cannot hide it in front of Visakha, 
who arrives with a picture of Krsna in her hands. When Radha swears that she is 
unable to free Herself from this new, extraordinary kind of suffering, Visakha offers: 
“Radha, in my hand is the cure for Your suffering.” They proceed into a shaded 
courtyard, full of karnikara blossoms, to take a look. This concludes the first act. 


9. 2. 2. The First Meeting of Radha and Madhava 


Srila Ripa Gosvami uses the second and the third acts as a gradual development of 
the mutual attraction of the Divine couple, which attains its climax in Their first 
meeting. The two acts are full of tender verses, brimming with delicate sentiments 
and anguish of the two heroes, tossed about in Their own drama. 

The second act opens with the loud wailings of Mukhara, who claims that Radha 
has become possessed with spirits. 


Paurnamasi: Mukhara, why do you think Radha suffers from an incurable illness? 
Mukhara: Noble lady, please listen. 


agre viksya Sikhanda-khandam acirad utkampam älambate 
guñjanam ca vilokanän muhur asau säsram parikroSati 
no jane janayann apúrva-natana-krida-camatkaritam 
balayah kila citta-bhimim aviat ko ‘yam navina-grahah 


Upon seeing peacock feathers in front of Her, this girl suddenly begins trembling. 
When She sometimes sees a necklace of guñja berries, She sheds tears and cries loudly. 
I do not know what kind of a planet has now began influencing the young girl, making 
Her dance in wondrous ways never seen before. (VM, 2. 15) 


Paurnamäsi (aside): This is the passion of intense love. (openly) Mukhara, I understand 
this very well. Kamsa and the other demons are searching for Radha. They made a 


ghost enter her. 
Mukhara: Noble lady, what is the remedy? 


Paurnamäsi: The remedy is a glimpse of Krsna, the sworn enemy of the demons. 


Mukhara: Noble lady, but this will not please the crooked Jatila. 
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Paurnamäsi: Mukhara, you should pacify her with my words: ‘By my yogic powers, I 
will create an apparition of Lord Krsna.’ 


In another scene, Radha, tortured after She has seen the beautiful portrait of 
Krsna painted by Visakha, is interrogated by Her close friends. 


Radha (agitated, to Herself): O heart, simply by looking at this picture you have been 
overcome with love. 


Lalita and Visakha: Radha, we see how You suffer. Why will You not tell us the truth? 
(Radha sighs and turns away) 


Visakha (approaching her): 

cintá-santatir adya krntati sakhi svantasya kim te dhrtim 

kim va sificasi tamram ambaram ati-svedambhasam dambaram 
kampas campaka-gauri lumpati vapuh-sthairyam katham va balat 

tathyam brühi na mañgala parijane sangopanängi-krtih 
O friend, why do these sufferings cut to pieces the steadiness in Your heart? Why do 
You sprinkle Your red garments with an abundant flood of perspiration? O girl, fair 
like the golden campaka flower, why does this strong trembling now break the firmness 
of Your body? Please tell us the truth. It is not auspicious to hide the truth from Your 
friends. (VM, 2. 2) 
Radha (indignant): Cruel Visäkhä, are you not ashamed to question Me in this way? 
Visakha (worried): Perhaps I once offended You, but I do not remember it. 
Radha: Merciless girl, why do you talk like that? Remember and look. 
Visakha: Even with great effort, I still do not remember. 
Radhika: Crazy girl, you threw Me into the lake of eternal burning fire! 


Visakha: How is that? 


Radha (with impatient anger): Crooked liar, friend of the snake in this picture! Just 
wait! Just wait! (overwhelmed, She recites in Sanskrit) 


vitanvänas tanva marakata-rucinäm ruciratam 
patan niskranto 'bhüd dhrra-sikhi-sikhando nava-yuva 
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Splendid like sapphires and decorated with peacock feathers, a youthful boy stepped 
out of that picture. (after half of the verse, Her voice breaks, and She is stunned. Her two 
friends look at each other with raised eyebrows) 


bhruvam tena ksiptva kim api hasatonmadita-mateh 
$a$i vrtto vahnih param ahaha vahnir mama Sasi 


When He smiled and lifted His eyebrows, My heart became mad. Alas! The moon acts 
like fire for Me, and fire has become like the moon. 


Lalita: Did this happen in a dream? 


Radha: Was it a strange course of a dream, or was | awake? Was it night, or was it day? 
I do not know. The dark light of that moonlike boy has greatly excited Me. Many 
intense emotions in My heart have changed Me, and made Me unable to understand it. 


Radha curses Herself for having become attracted to three persons simultaneously, 
but the two sakhis happily console Her that the person with the name Krsna, the 
player of the mischievous flute, and the person painted in the picture are the same. 


Lalita and Visakha (joyfully): How can beautiful girls of Gokula like You ever turn 
away from Sri Krsna and become attracted to anyone else? Listen. The three persons 
are all one. They are all the hero Kanhaiya. 


Radha (breathes a sigh of relief and says to Herself): Heart, be peaceful, be peaceful. The 
person you long to attain is the shelter of all beings and all the worlds. 


In the next scene, Nandimukhi enters and attempts to discern any visible signs of 
love in Radha. Lalita tries to protect Radha, saying that Her trembling and 
horripilation are caused by the cold southern wind. Nandimukhi is not so quickly 
convinced, she asks the sakhis how is it that all of them are not trembling due to the 
cold wind, why in the world only Radha. Her diagnose is correct: “O girl, I think You 
have met the Cupid of the Vrndavana forest.” Nandimukhi later discusses this 
amazing love with Paurnamäsi, who teaches her granddaughter about the most 
astonishing nature of prema between Radha and Madhava. 


Paurnamasi (whispers to Nändimukhi): Nandimukhi, her heart is tossed by waves of 
deep love. Know that this is the wonderful and inconceivable power of the Hero of 
Love. Just see how wonderful it is! Great sages meditate upon Krsna after withdrawing 
their mind from material objects. This girl, on the other hand, desperately tries to 
focus on material objects, and wants to withdraw Her mind from Him! Look! The sages 
long for a moment of His vision, while this bewildered girl desires to chase Him out of 
Her heart! 
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Nandimukhi: Noble lady, love of this kind bewilders me. 


Paurnamasi: Child, what you say is true. This deep, ecstatic love is very difficult to 
attain. Listen. 
pidabhir nava-kala-kúta-katuta-garvasya nirväsano 
nisyandena mudam sudha-madhurimahankara-sankocanah 
premä sundari nanda-nandana-paro jägarti yasyäntare 
jñayante sphutam asya vakra-madhuräs tenaiva vikrantayah 


My dear beautiful girl, if pure love (prema) for Sri Krsna awakens in someone's heart, 
all the crooked and the sweet effects of this love manifest in him. The pain of this love 
defeats the pride of the bitterness of fresh käla-küta poison, and the joys of this love 
embarrass the haughtiness of the sweetness of flowing nectar. (VM, 2. 18) 


Trying to help Radha in attaining Her Lord, Paurnamasi advises Her to write a 
letter for Him, which the two sakhis can carry to Him. The next scene introduces Sri 
Krsna, lost in thoughts of Radha, and Madhumangala, who returns from his errand 
of bringing a rangana-mala* for Krsna. 


Madhumangala: You do not know that the peacock feather has fallen from Your head. 
You do not see that You have lost Your garland. O youthful elephant playing in the 
groves of the Vrndävana forest, all this is caused by the great power of the two 
bumblebee eyes of Radha. 


Annoyed at having been exposed, Krsna unwillingly admits, “My dear friend, what 
a wonderful thing it is that since I have seen the beautiful lotus eyes of Sri Radha, I 
have developed a tendency to spit at the supposed beauty of the moon and the 
lotus.” 

Lalita and Visakha then enter, with a letter written by Radhika, on a petal of a 
karnikara flower. Madhumangala is disappointed with a mere flower petal, and 
suggests that next time the girls could perhaps add some sugar candy to the dry petal. 
Krsna, however, is excited beyond all limits, and tries to stay composed while 
Madhumangala reads the verse written on the leaf, twice, to comprehend it better: 


O dearly beautiful, the artistic loveliness of Your picture 
is now residing within the temple of My heart. 
Bewildered, whichever direction I turn to, 


Trying to flee, I find that You are there to stop Me. 


Krsna pretends He is not interested in the contents of the letter, and with 
Madhumangala they loudly make plans of disclosing the naughtiness of the gopis to 


356 A garland of small reddish flowers. 
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the elders. Krsna argues that since the two of Them have never really met, there can 
be no interest on His part for Radha, and She is also probably excited with love for 
some other boy. Visäkhä swears that He is the one who is meant in the letter, and 
praises His extraordinary power of lifting the Govardhana Hill. Madhumangala 
jumps up, assertively claiming that the Hill was held up by the sticks of so many 
cowherd men. Krsna continues with His show of indifference, blaming it on 
Madhumangala who does not tolerate departures from the path of dharma, and on 
Sridama who spies out His faults day and night. All these seemingly careless jokes 
finally make Lalita cry in disappointment: 


antah-klesa-kalankitah kila vayam yamo ‘dya yamyam purim 
näyam vañcana-sañcaya-pranayinam hasam tathäpy ujjhati 
asmin samputite gabhira-kapatair abhira-palli-vite 
hà medhavini rädhike tava katham prema gariyan abhüt 


Our hearts are so polluted by our miseries that we are certainly on our way to hell. 
Nevertheless, Krsna does not stop His beautiful loving smiling, full of His cheating 
tricks. O intelligent Radhika, how could Your love for this rascal cowherd, who is 
deceiving You, become so great? (LM, 2. 37) 


As a last recourse, Visakha gives Krsna a guñja necklace previously worn by Radha, 
to see His reaction. He pretends to be angry, and exclaims that He does not wish to 
wear a necklace of hard, unripe guñja berries. But in His confusion, He takes His 
rangana garland off His neck, and gives it to the delighted Visakha. Lalita concludes, 
“O friend Visakha, we have now seen the unflinching celibacy of the snake who 
loves hundreds of gopis. He is not a suitable match for our Radha. Let us inform 
Her.” 

As the two girls exit, Madhumangala chides Krsna for His indifference, and they 
become afraid that He has committed a big blunder in hiding His love. Both run to 
find roses for the ink, to write a charming letter to Radha. 

In the meantime Visakha tries to console Radha who is intent on drowning Herself 
in the Kaliya lake. They walk to the bushes of roses at the side of the Yamuna, and 
both cry. Madhumangala and Krsna, in search of the roses for the ink, happen to 
come by. Hiding to overhear Radha’s expressions of love and dejection, Krsna cries. 
Just as Radha, in final despair, decides to take a last look at the picture of Krsna, 
Visakha has to disappoint Her that the picture is presently unavailable. Radha closes 
Her eyes and meditates on Krsna’s form, and, seeing the favorable development of 
events, Krsna and Madhumangala jump out of the rose bushes right in front of the 
two sakhis. 

Visakha jubilantly urges Radhika to open Her eyes, as the meditation has borne a 
most amazing fruit right in front of them. Radha is deeply touched by the sight of 
Her beloved. They drink in each other's beauty, and Krsna jokingly accuses Visakha 
of having stolen His rangana garland. The smart Madhumangala notices the same 
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garland around Radha’s neck, and suggests to Krsna to take it from there. The merry 
joking is cut short by the appearance of Jatila, who is looking around for the girls to 
take them to the Súrya temple for puja. Both sides are annoyed, and Jatila is upset to 
see her daughter-in-law close to the charming Krsna. She warns Him to not cast 
crooked glances at the young girls, and Madhumangala protests, telling the old lady 
to rather take care of her own squinting eyes. They all poke fun at Jatila, speaking 
way over her head in double meanings, which, as much as they sound stupid to her, 
she seriously tries to comprehend. The.old lady, confused, guesses that the Krsna she 
has just seen must be the apparition created by Paurnamasi's yogic powers, and she 
admits to herself that the sight of this apparition is indeed curative, for Radha seems 
greatly improved. She then takes the girls with her to perform Sirya-puja. 

In the third act, Rapa Gosvami celebrates the actual meeting of the Divine couple. 
In the first scene we meet Paurnamasi, regretful that she has been delaying the 
meeting of the two lovers. Madhumangala matter-of-factly dicloses to her that Sri 
Krsna is so obsessed with Radharani that He does not even know where He lost His 
crown, buffalo horn, stick and other personal items. Paurnamasi half-seriously 
praises Krsna for the amazing ability of His flute to slacken the dresses of the gopts 
even when they are at home. Things only turn for the worse when Madhumangala 
proceeds to tell the old lady that Krsna is capable of much more, and that she has 
really missed the fun of seeing Him steal the dresses of the gopis on the bank of the 
Yamuna and throwing them over His shoulder. 

Lalita who accompanies Paurnamäsi cannot bear the words of praise heaped up by 
the eager Madhumangala, and she disdainfully disagrees with the assertion of 
Madhumangala that Krsna’s nature is soft and cooling. When she retorts that He 
makes all the girls of Vraja burn in fire, Madhumangala touches Krsna’s chest to see 
whether it is cold or hot. He is forced to admit that obviously the hot-natured Radha 
is residing in His heart, which was cool before, but is now burning. Lalita bitterly 
asks just how her friend Radha, softened by love, could ever enter the diamond-hard 
heart of Krsna. Madhumangala is upset and reveals that Krsna does not even sleep at 
night, but thinks of Her constantly. Lalita is finally slightly consoled, while Krsna 
makes a show of reprimanding ‘the lying fool’. 

Paurnamasi breaks Krsna’s shy resistance and tells Him to stay in the mango grove, 
until the girls arrange everything necessary. Embarrassed and happy, He agrees. 
Paurnamasi finds Radha in the company of Visakha, pining for Her lover. The old 
lady desires to see the depth of Her love, and she makes a stern speech about Krsna’s 
supreme, unattainable position. Radha loses ground, becomes hopeless and ashamed 
of Her boldness, begging in a choked voice for the last blessing of becoming a 
bumblebee attracted to Krsna’s flower garland. Visakha becomes alarmed at seeing 
the state of her friend, and Paurnamasi quickly apologizes that she was only testing 
Her. 

amita-vibhava yasya preksa-lavaya bhavadayo 
bhuvana-guravo ‘py utkanthabhis tapamsi vitanvate 
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ahaha gahanas drstanam te phalam kim abhistuve 
sutanu sa tanur jajñe krsnas taveksana-trsnaya 


Yearning for a moment's glimpse of You, Siva and the other limitlessly powerful 
masters of the worlds perform severe austerities. Ah! How can I properly praise the 
results of Your past pious deeds? O beautiful slender girl, thirsting to see You, Lord 
Krsna has become withered and pale. (VM, 3. 17) 


After all these shocks, Radha hardly recovers and is unable to believe Her ears. 
Accompanied with Lalita, She departs for a forest grove, while Visakha runs back to 
the mango tree to inform Sri Krsna. She decides to trick Him with news about 
Radha’s departure to Mathura, with her face downcast, crying dry tears. Lord Krsna 
is upset to such a degree that Visakha cannot afford to deceive Him for long. 
Relieved, He asks about the condition of His dearest Radha, and Visakha describes 
Her anguish. 

düräd apy anusangatah $ruti-mite tvan-namadheyaksare 

sonmádam madireksana viruvati dhatte muhur vepathum 

ah kim va kathaniyam anyad api te daivad varambhodare 
drste tam parirabdhum utsuka-matih paksa-dvayim icchati 


When from far away the syllables of Your name touch Her ears, the beautiful-eyed lady 
becomes mad and She trembles again and again. If she happens to see a dark raincloud, 
Her heart yearns to embrace it, and she longs to have wings to fly. (VM, 3. 23) 


Krsna and Visakha hurry to the meeting bower, where Radha, worried due to the 
delay, nervously paces back and forth, looking at the shaded forest path again and 
again. Sri Krsna suddenly appears, greeting His beloved with the words, “It is the 
mercy of Paurnamasi that this moonlight now shines so brightly.” Radha, hardly able 
to utter a word, is overwhelmed with emotion and faints. Visakha laments that while 
many fortunate gopis are famous for delighting Krsna with their sweet jokes, her own 
great misfortune is that her mistress, upon seeing the hero Krsna, becomes stunned 
and rolls on the ground in front of Him. The two sakhis forcibly drag Her to Krsna, 
but the situation is again interrupted by Mukhara, who sends Krsna home 
immediately. Not listening to her demands, Krsna pretends to leave but secretly pulls 
at Radha’s sari, and Mukhara screams about what she has just seen. Lalita, knowing 
that the old lady is half blind in the dark, successfully convinces her that she only 
saw a branch of the tamala tree, swinging in the wind and pulling at Radha’s sari. 
Dizzy and tired, the old lady goes home to sleep. 
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9.2.3. The Two Groups of Gopis 


We now encounter the second element which, much like Jatilá and Mukhara, 
spices the Vraja-lila. Two rival clans of gopi girls vie for the attention of Krsna 
towards their own heroine. The Supreme Goddess Radhika, the independent and 
proud mistress, has a milder counterpart in the meek, soft Candravali, wife of the 
cowherd Govardhana. Over the canvass of Candravali’s mellow love, the jealous 
anger of Rädhäräni is painted like streaks of deep, intense colors. To please both is 
almost impossible even for the Supreme Lord Himself. 

The fourth, fifth and sixth acts introduce the serious competition of the two 
groups for Krsna’s love. While Sri Krsna was attracted to the lotus face of Sri Radha, 
the opposing camp noticed His absence around Govardhana, close to the home of 
Candravali. Her attendant, Padma, has finally secured an assurance from 
Nandimukhi that Krsna is recently moving around the area of Govardhana, 
propelled by a remembrance of Candravali. 

Krsna and Subala, after solidifying their strategy, approach Candravali, who, 
despite harboring a deep grudge against the fickle boy, is still forced to admit that 
the sound of His flute, the durmukhi murali, is always astonishing to her. As she 
chastises Krsna about His thirst for ever new loving relationships, He counters that 
it is She who is ever new. In a flattering verse meant to pacify her, He sings about 
His own suffering in separation from her, and that His only recourse was the cooling 
.. Radha. He quickly corrects Himself, “I meant dhära, dhara, a stream of cooling 
water!” But the damage has been done, and Candravali is hardly able to hide 
disappointment. “Go serve Your Radha.” 

As she gallantly speaks soft words with concealed anger, she begs for permission to 
leave, and Krsna and Subala remain behind, wondering what to do. Subala couldn’t 
care less about this second love, while Krsna bothers Himself with possible solutions, 
and admires Candravali’s humble nature. Subala is happier, however, when, in 
praising the wonderful bakula forest in front of them, Krsna inadvertently mentions 
Radhika. Subala’s quick suggestion that the forest would indeed be beautiful in the 
presence of Radha is met with immediate approval, and Subala is sent to Lalita to 
arrange for the meeting. 

In the meantime, Madhumangala and Padma enter, trying to find a way for Krsna’s 
truce with Candravali, and when they find Him reciting verses in praise of Radha, 
they mistake them for a glorification of Candravali. Convinced of His love for 
Candravali, Madhumangala offers to ‘bring His love’, and Krsna happily sends him 
off, excited at the prospect of meeting Radha. Madhumangala appears with 
Candravali, boastful that only he was able to break her sulks. It is almost too late 
when, hearing the girl’s anklets, Krsna runs to her side, thinking she is Radha, and, 
enraptured, begins a verse on the glory of Radha. Madhumangala quickly saves Him 
by finishing the verse so that it refers to Candravali. Trapped with Candravalı due 
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to Madhumangala's expert help, Krsna moves away into another forest, to avoid 
meeting with Radha. 

The sakhis of Radha’s camp are excited at the prospect of Her meeting with the 
Lord, and they accompany Her to a bower of bakula flowers in the forest of kesara 
trees, to wait for Him. Along with the sakhis, She decorates the grove, but the moon 
is their only companion. 

Towards the morning, Krsna worriedly runs back to the kesara forest, and plans to 
pacify Radha that He misunderstood the place of the meeting. Having spent the 
night in the forest of naga-kesara flowers, He has smartly picked a handful of them 
to have a solid proof in His hands. Seeing the apprehensive hero from a distance, the 
sakhis sternly instruct Radha to be as hard as a golden statue. Krsna approaches 
them, boasting about His sleepless night, and the girls cut Him short, observing that 
He ran into the bower accompanied with dawn and with the sound of the roosters. 

He tries to lighten up the atmosphere with a mention of the ndga-kesara flowers 
that He has brought in a bundle of His dress. Wishing to decorate Radha with the 
fragrant flowers, He enthusiastically describes their amazing smell, which, He says, 
pervades His whole being due to having spent the night in the ndga-kesara bower. 
He approaches Radha to place the flowers in the spread edge of Her sari. Bewildered 
by Her glance, He does not notice that His flute also slips into the sari, along with 
the flowers. 

Radha teases Him that not the flowers, but the smell of Candravali pervades His 
being, and when He simply agrees, the sakhis are furious. He innocently asks why 
they are so upset when He used the word candrävali in the sense of camphor. 

All would perhaps go well if Madhumangala would not intrude into this difficult 
confrontation with Radha. He enters the scene, having come to console Radha in 
Her lonely vigil: “It is right that You rebuke us. You must have remained awake 
thinking the stray sounds in the woods come from the wild animals. Now You see 
that there are no wild animals in this forest, only my friend Krsna. Now You can 
peacefully go home and sleep.” Her disappointment takes a form of a verse. 


When I cannot see the moonlight of Krsna’s toenails (a row of moons — candrävalı), 
I become overwhelmed by the rising of the ordinary moon, and become full of despair. 


Judging from her verse that Radha seems to know about it anyway, Madhumangala 
tries to pacify Her by admitting his friends’s waywardness. 


klantena te vadana-candram anakalayya 
kalyani gokula-purandara-nandanena 


candravali ... 


Not seeing You, the prince of Gokula became filled with despair. Then, Candravalt ... 
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(Krsna signals him to stop, knitting His eyebrows. Struck with wonder, everyone gazes at 
each other) 


Madhumangala (aside): Alas! A reckless brahmana boy as I am, I have made a mistake! 


Krsna (reflecting): This boy is now choked up with tears due to the trouble He has 
made for Me. I have to complete the verse. (smiling) 


candrävalina-nayanäntataya kilasya 
sa dr$yatah katham api ksapitä ksapeyam 


Madhumangala meant to say: Somehow or other the night passed, as the corner of 
Krsna’s eyes was submerged in the moonlight (candra-avalina). 


The sakhis, not trusting the duet who sings verses to them, angrily notice signs of 
Krsna’s enjoyment with Candravali on Him. Hurt at being derided and exposed, 
Krsna begs Radha to not criticize Him. She sighs, declaring that She has no 
intention to find fault with Him, when She is preoccupied with Her own cruel 
destiny. Even though He tries to pacify Her in numerous ways, smudging His 
peacock-feather crown in the dust at Her feet, Radha remains adamant. 

In the midst of this drama, Mukhara enters. Madhumangala compares the loud 
shallow lady to Krsna’s flute, and Krsna finally notices His flute is missing. While 
Madhumangala would rather run away empty-handed and save his life, Krsna is 
determined to first find the flute. As he bickers with the girls, Mukhara becomes 
impatient and reprimands Krsna for teasing her granddaughter, who is a respectable 
young married lady. When Madhumangala swears on his brahmana thread that he 
has just seen Krsna bowing down in front of Radha, Mukhara is elated, commenting 
that He must have earned quite some punya with this act. Everyone smiles. The 
fourth act concludes with Krsna's reminiscences of the cloud of Radha’s jealous 
anger, through which the sun of Her loving glances occasionally breaks through. 

The fifth act describes the combined efforts of Krsna, Vrnda, Subala and 
Nandimukhi to break Radha’s mána, and to convince Lalita, the chief cause for 
Radha’s stubbornness, that Krsna was not at fault. Paurnamäsi in the meantime 
hears of the difficulty brought about by Abhimanyu, who, suspecting Radha’s 
relation to Krsna, wished to move his family to Mathura. — 

Radha, in her solitary lament, regrets that She did not forgive Krsna, and in Her 
half-mad state She imagines that She is in His company. Her dreaming is broken by 
Lalita, and She becomes even further depressed when Visakha arrives with a strange 
letter. The message was given to Subala by Vrndä, and it seems to suggest that due to 
Radha’s incurable anger, Krsna is now having fun elsewhere. Radha blames Her own 
faulty character, and in Her despair, She is finally consoled by Nandimukhi: 


ksanam api na suhrdbhir narma-gosthim vidhatte 
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racayati na ca cudäm campakanam cayena 
param iha mura-vairi yogi-van mukta-bhogas 
tava sakhi mukha-candram cintayan nirvrnoti 


He does not stay even for a moment in the company of His friends to joke with them, 
and He has given up fashioning crowns from campaka flowers. Even more, like a yogi 
free from all enjoyments, He meditates on Your moonlike face, O friend, and 
experiences bliss. (VM, 5. 14) 


When a sound from the sky announces that Krsna no longer lures the gopis to the 
forest because He has lost His flute, Radha remembers that the flute is in Her 
possession. The sakhis wish to test the flute’s amazing powers, and, having heard that 
the mystic flute plays by itself when held against the wind, they make it play. Jatila is 
immediately there, snatching the flute from Radha, and running on to the cottage of 
Paurnamasi to inform her of the scandal. 

Subala intercepts her, frightening her that an old monkey is about to steal yogurt 
from her home, and Jatilá instantly changes the direction of her running, turning 
home instead. Seeing the monkey who was actually sent there by Vrnda, she throws 
the flute at him to protect her yogurt. 

Everyone rejoices to hear the news that the monkey took the flute and climbed up 
into a kadamba tree. Jatila asks for Subala’s help in securing the flute, and in the 
meantime Mukharä claims Radha, who should immediately accompany her husband 
in the worship of Gomangala-devi. Vrnda gets the flute back from the monkey and 
with Subala they hurry to Krsna to return the flute to Him. Since Radha was 
detained by superiors, Vrnda suggests to Subala that the two of them should dress up 
like Radha and Lalita, to console Sri Krsna in Radha’s momentary absence. In the 
meantime, Paurnamasi worries about the insinuations of the old Jatila. 

Krsna eagerly waits for Radha in the company of Madhumangala. Finally, they spot 
the two girls, who are actually Subala and Vrnda, dressed as Radha and Lalita. The 
happy boys notice a flute in Radha’s hands. Krsna eloquently admires the beauty of 
Radha: 

vidhur eti diva nirüpatàm Sata-patram bata Sarvari-mukhe 
iti kena sada $riyojjvalam tulanam arhati mat-priyananam 


The brilliance of the moon disappears during the day, and the lotus closes at night. But 
the face of My beloved always shines so beautifully. What can it be compared to? (VM, 


5.20) 


A young girl sent by Mukhara interrupts them, accusing Krsna of lying that Radha 
has stolen His flute, when the flute was clearly seen in the hands of the old monkey. 
Subala and Vrnda hide and impersonate the voices of Radha and Lalita, to entice 
rl in bringing Jatila on the scene. Still hiding from Madhumangala and 


the young gi 
instructing Radha to throw the 


Krsna, Vrnda impersonating Lalita recites a verse, 
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flute far away. Subala in the dress of Radhá appears, and, from under his sari, pulls 
Out the flute and throws it towards Krsna. Madhumangala grabs it, and, sure enough, 
Jatilä already speeds into the scene. Grabbing Subala and Vrndä, she disappears. 

Madhumangala helplessly follows her to see what happens, and returns full of 
praise for the mystic powers of Radha. He reports to his master, “Loudly condemning 
Radha, Jatila grabbed Her by the hand and took her into an assembly of elderly gopis, 
placing Her right in front of Paurnamasi. Then, pulling off Radha’s veil, she was 
shocked to see a laughing Subala. As the laughter in the assembly subsided, the 
elderly affectionate gopis became angry at Jatila, and she quickly escaped.” Krsna, 
jubilant, is eager to know what happened to the second girl. Madhumangala explains, 
“Subala dressed as Radha chanted a mantra into Lalita’s ear and she became Vrnda 
on the spot.” 

Krsna now understands that this was Vrnda’s plan all along, and becomes eager to 
see the two of them in their costumes. However, the real Radha and Lalita come by, 
burned by separation from Krsna. Krsna knowingly approaches Radha, mistaking 
Her for Subala, and jokingly asks to be embraced. Radha and Lalita are surprised at 
His direct advances, and quickly understand what is going on. When the real Vrnda 
appears next to them, completely confusing Madhumangala with her two different 
forms, Krsna is delighted to know that He is close to the real Radha. Vrnda, the 
goddess of the forest, orchestrates the blossoming of all kinds of flowers, and presents 
a humorous quarrel of two of her parrots, who fight about the supremacy of Radha 
and Krsna. 

The act ends in another disturbance by Jatila who has forgotten her stick and 
comes back to fetch it. Again, she spies Radha close to Krsna, and Radha 
apprehensively begins to flee. But the old Jatila has now seen through all the tricks 
of the young cowherds: “O Subala, why do you keep dressing as a woman?” Krsna 
swears that this is really Radha, but the old lady does not waver. “O rascal fool,” she 
retorts, “I know everything!” 

We are skipping the next act, describing the intimate pastimes of the Divine 
couple in the season of autumn. Offering our pranamas to the contents of the sixth 
act from a safe distance, let us proceed to the seventh. 


9. 2. 4. Pastimes at Gauri-tirtha 


In the concluding act of the drama, we meet with Paurnamasi, whose blessings 
Abhimanyu, the husband of Radhä, has come to plead for. He intends to leave for 
Mathurä, to end the embarrassing gossip about his wife and Krsna. Paurnamasi, using 
her elderly stature to the advantage of the lila, orders him to at least find out and get 
some real proofs before misjudging his wife. When she blesses him for his obedience, 
“May you be blessed with many cows!”, Abhimanyu remembers that his mother 
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always impresses upon him that the cowherd Govardhana, the husband of 
Candravali, has become a master of many cows simply because of the worship of 
Candi performed by his wife. He begs Paurnamasi to allow Radha to perform the 
same type of worship, and she readily agrees, predicting that Radha will soon be 
initiated into the most auspicious kind of worship. 

After Abhimanyu departs, Vrnda approaches the elderly Paurnamasi, to inform 
her of a recent command by Sri Krsna: “Dear Vrnda, please prepare the Gauri-tirtha 
where I wish to spend the saubhagya-purnima, with the lady who is decorated with a 
garland of lotuses and a play-lotus in Her hand””’”. A popular saying goes that the 
fortune of a lady adorned on this day by her beloved will greatly increase. When a 
parrot recites this order of Krsna in the assembly of the gopis, Padma, although 
knowing it speaks of Radha, boldly boasts that it refers to her mistress Candravali. 

The companions of Radha are momentarily discouraged when they see a garland, 
carefully woven by Radha, beautifying the braid of Padma. Vrnda informs the girls, 
however, that Padma stole the garland from Krsna when He was bathing in the 
Yamuna, leaving the garland on the branch of a kadamba tree. When Visakha joins 
them with happy news of Candravali being summoned home to her husband’s side, 
they are assured of their success on this decisive day. 

In the meantime, the confidantes of Candravali fight with despondency, feeling 
obliged to return to Candrävali’s home on the order of her grandmother Karala. The 
old lady said, “Immediately take Candravali to Govardhana’s side”, but Padma 
excitedly thinks of a solution. Gauri-tirtha is near the Govardhana Hill, and the girls 
plan to pretend that they misunderstood the order, disobeying to take her home to 
her husband. 

Sri Krsna, eager to meet with Radha at Gauri-tirtha, happens upon Candravali and 
her friends. Although not happy, He reasons to Himself that since Candravali’s love 
is sincere, He should take the time to please her. To avoid meeting Radha who is 
expected to arrive, He moves with Candravali to the nearby Sankarsana-kunda. 
Meeting with Lalita and Vrnda, they exchange a row of verses with double 
meanings, wherefrom the friends of Radha try to decipher the state of Krsna’s heart. 


Krsna: O friend, you give a great festival of happiness to Padma. You are always 
faultless, and you are filled with happiness to remain at Krsna’s side. O Candrävali, 
you are wonderful. (looking ahead) O doe-eyed girl, look at the beauty of the forest. 


Padma: Ah! Here is Krsna's pet deer, whose name is Suranga. And his wife is the doe 
named Rangini. 

Krsna (listens apprehensively, says to Himself): Soft sounds from the throat of Rangini 
make Me wonder whether Radha has come? 


cx MM wer ror 
357 The phrase 'holding a play-lotus in Her hand’ (in Sanskrit padmavalambi-kara) can unfortunately 


also mean “holding the hand of Padma’, i.e. Candravali. 
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Padma: Why is Suranga suddenly running to the south? 


Krsna (to Himself): Attracted by the sound of Rangini’s voice, the deer has now gone 
to Gauri-tirtha. I shall wait here at Sankarsana-kunda for a while. 


Padma: Filled with thousands of new lotus flowers, and nectarean waves that can wash 
away all sins, this beautiful lake appears like a great herd of cows. 


Krsna: Beloved, look, look! 


mitre vicitram anuräga-bharam vahanti 
samvardhitäli-nikara sva-rasodayena 

sat-karnikojjvala-rucir bhuvane samantal 
laksmim tanoti bhavativa sarojiniyam 


Bearing a burden of love for the sun, and delighting the swarms of bumblebees with 
the oozing nectar, this lotus flower, similar to you, with a shining whorl now spreads its 
beauty across the lake. (VM, 7. BYE 


Saibya: Why does the moon (Krsna) make this lotus (Candravali) wilt? 


Padma (pointing to the moon, meaningfully): This fragrant lotus bears love in its heart 
for the sun. O moon who is red for only a moment, do not cast your moonlight upon 


this lotus. 


Krsna: O Padma, the moon (Krsna) is not at fault here. This lovely lotus (this lovely 
lady) grows pale because in the evening, she is abandoned by the fickle Laksmi, good 
fortune (or, she is abandoned by her friend Padma). 


Candravali (smiling, she looks ahead): 


samada-madhupa-laulyotsekam alokya Sañke 
vihasati latikali puspa-Sobha-bharena 
visrjati makaranda-cchadmana baspa-bindün 
iyam ati-mydur eka snehatah svarna-yüthi 


I think the creepers (the other gopis) have noticed the excessive greed of the 
intoxicated bumblebee (Krsna), and they are now laughing with the great beauty of 


RI MN EC 
358 The verse could also mean: O lotuslike girl, bearing a great burden of love for your friend (mitra) 
Krsna, and delighting your confidantes (ali) with the rasas you experience, you are beautifully 
decorated with splendid earrings (karnika) and display your transcendental beauty (laksmi) 
throughout the entire world (bhuvana, which either means a pond or the world). 

359 The alternative meaning is: This lovely woman bears love in her heart for her hero. O Lord of 
Radha, whose love for Candravali lasts but a moment, do not place Your hand upon her. 
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their flowers. But this most delicate golden jasmine vine (Candravali), on the pretext 
of dripping honey, now cries tears of love". (VM, 7. 15) 


Krsna: Dear one, see this, see this. 


ayam ucca-Sirah kadamba-rajah sphurad indindira-vrnda-bandi-gitah 
surabhi-kula-puccha-cämaräli- marudavijita-vigrahas cakästi 


This is the regal kadamba tree, with its head held high, praised by the bards in the 


form of loud bumblebees, and worshipped by the whisks of the tails of the surabhi 
cows." (VM, 7. 16) 


Candrävali: Ah, how charming is the opulence of the Vrndävana forest! 
(Lalita and Vrnda enter) 
Lalita (looking ahead, in agitation): This is a great disaster. 


Venda: It is not easy to disregard Karala’s order. How then was Padma able to bring 
Candravali here? 


Lalita: Oh, you know all the mystic arts. Please pull Krsna out of this situation. 


Venda: 
svasya prema-manindm gaurava-bhajam iyam varā yátri 
harina pariharaniya katham nu candravali bhavita 


How can Candravali, the best treasure of jewels of prema, full of respect for the Lord, 
be given up by Him? (VM, 7. 17) 


Lalita: 
yasyopalabhya gandham gaurava-kulam asu cauravad bhramati 
udbhatam anuraga-bhatam tam ranjita-nägaram naumi 


] bow down to the powerful warrior, the passionate hero of Radha’s pure love. A mere 
scent of this love makes Candravali’s respectful love flee like a thief. (VM, 7. 18) 


DAA O T ne 
360 This is a hidden accusation of Krsna who has recently been favoring the camp of Radha, and a 
statement of self-praise about the unique level of Candravali’s love. 

361 The commentators explain this verse as an indirect pacification of Candravali, suitable to her 
leanings towards aisvarya: ‘| am like a regal kadamba tree’, Krsna is saying, ‘worthy of everyone’s 
worship, and yet I am present here with you to please you.’ 

362 By using the word lalita ‘charming’, Candravali unknowingly invites Lalita on stage, who enters 
along with Vrnda. The two of them observe Krsna from a distance, despairing at the turn of events. 
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Despite their bold speech, looking at the scene in front of them, the two girls are 
despondent, not knowing how to achieve their objective. They approach the group 
of Krsna and the friends of Candravali, and wish to at least tease them, while 
anything else still seems painfully impossible. 


Lalita: O Candravali! The deer Suranga ignores the love of his beloved, instead, he has 
become a lover of all the does. We should not allow the doe Rangini to stay in his 
house. I have come to you to bear witness that Suranga has not remembered his 
beloved for an entire month. 


(Candravali smiles) 


Krsna (to Himself): Lalita has come to help Me. (glancing at Candravali, He decides to 
play a trick, and openly says) Lalita, you criticize Suranga unfairly. You do not know 
the actual desire within his heart. Please give this message to the doe Rangini: 


harinabhilasyamana säranga-ramani sada tvam aträsi 
tad amum tvad-vasa-hrdayam hrdayam-gama-locane viddhi 


O lover of the deer, the deer always desires you. O doe whose eyes penetrate the heart, 
please know that the heart of the deer is under your control.” (VM, 7. 19) 


Padma (silently to Krsna): O Krsna, you have now attained Your beloved. Therefore it 
is now proper that You should abandon us, who are not worth Your company. 


Krsna: 
karavani hanta divyam divyangi madonnatásu gopisu 
anuragitam sakhi dadhe radha-gandhisu na vàmasu 


O extraordinary girl, My dear friend, I swear to you that I have no love for the 
stubborn gopis bearing the scent of Radha, but instead love the proud friends of 
Candravali.* (VM, 7. 20) 


Padma (smiling proudly): Friend Lalita, this is amazing. Amazing. Your nickname is 
Anuradha because you always accompany Radha. Why are you alone today? 





363 The verse plays with the meaning of the word hari, which can either indicate the deer Suranga, or 
Lord Hari, Krsna. The word säranga can also be interpreted as either the deer or Krsna (Kamadeva). 
361 The verse is ambiguous in many ways. lt is meant to be a consolation for Candravali that Krsna 
loves her and not the gopis of the group of Radha, and it should also console Lalita that in fact, Krsna 
loves only Radha. The adjectives piled together make it difficult for the girls to discern just which of 
them refer to their own clan and which to the opponents, and so the words madonnata and vama can 
refer to both of the clans. Krsna is either saying that he loves Candravali and the rest of her gopis who 
are presently proud to have Him in their power, or it may mean that He loves Radha, the queen of 
contrariness and pride, quite legitimately, since She is the receptacle of supreme love for Him. 
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Lalita: 
rolambi-nikurambam cumbati gandam pipasaya tasya 
sarati trsärtah sarası sa karindras tam punar na hi sa 


With great thirst the bumblebees kiss the cheeks of the king of elephants. But the 
elephant, not caring for the bumblebees, walks to the lake to appease his thirst. The 
lake does not walk to him. (VM, 7. 21) 


When Lalita and Vrnda seem to be gaining ground in their praise of Radha, and 
even Krsna ambiguously seems to be siding with them, Padma angrily walks away 
and wants to drag Candravali with her, away from this club of rascals, dhürta-gosthi. 
Krsna blames Padma for misleading His beloved Candravali, and compares her to a 
karälä weed that prevents the jasmine creeper from climbing up the tamála tree. The 
word karála ominuosly predicts the intrusion of the old grandmother Karala. 

She is aghast to find the girls in the company of Krsna, and attacks Krsna and her 
granddaughter with wild accusations. Lalita, however, humorously influences her, 
convincing her that the actual culprit is Candrävali’s friend Padma. Padma angrily 
leaves in search of Jatila, to revenge for Lalita’s joke, while Karala drags away 
Candravali and Saibya. 

Alone with Vrnda and Lalita, Krsna sighs and asks them if they are happy with the 
result. Vrnda tells Him of Radha’s presence at Gauri-tirtha, and finally the tide turns 
to the advantage of the group of Radhika. Krsna approaches the grove of madhavi 
creepers, suspecting Radha’s presence from the closeness of the doe Rangini. 
Approaching Her from behind, He closes Her eyes with His trembling hand, and 
Radha lovingly hits Him with Her play-lotus. The humorous Krsna decides to play a 
joke, and turns to Radha with the words, “My dear Candra ...” Vrnda, taking part in 
this game, casts a spell over the old monkey who screams, “O Mistress, because of 
Your mistake Lalita will not be able to remain alive!” Radha connects the two events 
and is utterly dejected. 

Sti Krsna merrily tries to appease Her, and is not even sad when He does not really 
succeed. Radharani leaves, full of contempt and shame, leaving behind the two 
happy schemers, Krsna and Vrnda. Deciding that there is no point in pursuing the 
angry mistress, Krsna plans to dress Himself as a beautiful golden-complexioned girl. 
Madhumangala enters timely, remarking that Padma has entrusted the 
paraphernalia for the worship of Gauri to him. They rush to the temple of Gauri, 
and Krsna dresses up using the worship paraphernalia, asking Vrndä to refer to Him 
as her sister. 

Vrnda spies the offended Radha in the company of Lalita and Visakha, who bewail 
their defeat on the glorious saubhágya-púrnima. Vrnda lures them back to the 
SE A eee 


365 The elephant represents Krsna, kissed by the bumblebees who are the gopis of Candravali’s clan. 


But the elephant, not caring for them, walks to the lake which is Radha. She does not need to come to 


Him. 
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SSN of Krsna, who, she says, is now in the temple of Gauri, talking to Nikufija- 
vidya. “Who in the world is Nikuñja-vidya?” the girls are curious. Vrndä matter-of- 
factly explains that she is her very famous sister, know to everyone in Vraja. The 
girls are anxious to meet her. 

Arriving at the temple of Gauri, Vrnda tries to make Radha enter the temple, 
convincing her that only Nikuñja-vidya is inside. The sakhis are apprehensive, 
seeing Krsna's pet peacock Tandavika in the courtyard. Radha enters and soon 
realizes that the friendly girl is somewhat aggressive. 

In the meantime, Padma has disclosed to Jatila that Radha is at Gauri-tirtha, and 
the elderly lady happily comes to bless her in the worship of Gauri. She is greeted by 
Krsna's peacock, perching on the head of Gauri’s lion. The bad omen makes her run 
back to the village, to quickly bring her son Abhimanyu. 

When the two of them arrive back to the scene, they triumphantly peek into the 
temple, where Radha pretends to pray: “O Goddess, have mercy, have mercy.” 
Abhimanyu jumps in to catch the mischievous couple red-handed, and hearing his 
frightening voice, Radha falls down like a stick in front of the fair-complexioned 
Nikufija-vidya. Abhimanyu is confused, and with Jatila they guess that the golden- 
hued lady is Gauri, appearing in her actual form to bless Radha. 

Krsna is relieved, happy about His pastime of dressing as a lady, and He takes full 
advantage of the situation. Predicting a great calamity for Abhimanyu, he makes 
him avert it by promising to stay in Vraja, and always allowing his wife to worship 
Gauri in the forest. Abhimanyu is all too ready to agree. The stern Goddess takes the 
opportunity to impress upon Abhimanyu that his chaste wife Radha is the source of 
all his good fortune, and that he should always keep faith in her. Abhimanyu humbly 
apologizes, blaming it on Subala who keeps dressing as a woman, making false 
scandals. As Abhimanyu and Jatila humbly exit the scene, Paurnamási comes to 
congratulate the golden-hued deity and to wholeheartedly bless the Lord of Vraja. 


Crying tears of love, she prays, 


antah kandalitadarah $ruti-putim udghatayan sevate 
yas te gokula-keli-nirmala-sudha-sindhüttha-bindun api 
radha-madhavika-madho madhurima-svarajyam asyarjayan 
sádhiyan bhavadiya-pada-kamale premormir unmilatu 


O Madhava, Spring of the madhavika honey of Radha, those in whose hearts love for 
You has sprouted open their ears to serve the drops of the ocean of nectar of the pure 
pastimes at Gokula. Let them succeed in attaining the kingdom of Your sweetness, and 
let the waves of prema towards Your lotus feet manifest in their heart. (VM, 7. 62) 


These benedictions of Paurnamasi bring the drama to a close. In the epilogue, 
Rüpa Gosvámi prays to the sainly readers and spectators, urging them to carefully 


study the drama and increase its glory: 
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The peaceful, supremely advanced devotees of the Lord can make this composition 
meritorious through their saintly character, and can double its good qualities. They 
cool the dark sky of its faults with the stars of remembrance of Lord Visnu’s lotus feet. 
(Vidagdha-mädhava, Epilogue, verse 3) = 


Hopefully, after having followed the residents of Vraja through the humorous 
calamities premeditated by Yogamaya, and through the peaks of emotional 
experiences warranted by their own astonishing levels of love for the Lord, the 
doubts about the lack of dramatic action in the devotional dramas are dispelled, and 
the Vidagdha-mädhava of Srila Ripa Gosvami emerges as a masterpiece alone in its 
own category. To devotees whose minds are sharply trained in viveka, in 
discriminating the worldly romance and the divine heights of transcendent emotion, 
any mundane drama seems just as tasteless and dry as the devotional dramas seem to 
those who have no qualification to melt in Krsna-bhakti. 

To all those who have found the mere summary of the Vidagdha-madhava too 
simplistic, and who could not satisfy their scholarly thirst with my writing, what 
could I possibly say? Words do not fail at the blessed sight of the highest perfection, 
they only become submissive to it. The simple and faithful appreciation of Krsna-lila, 
born of the special mercy of the Lord and His devotees, is by far superior to the dry 
argumentations about the subjective merits of drama or poetry. Once the heart 
becomes animated by the astonishing hladini-$akti of the Lord, it enters the abode of 
the Lord and shares the sweet-bitter fate with its dear idols, the gopis of Vraja. 


vaca trtiya-jana-sankata-duhsthaya kim 
kim va nimesa-virasena vilokitena 
he natha nanda-suta gokula-sundarinam 
anta$-cari sahacari tvayi bhaktir eva 


What is the gain in speaking to You in a lonely place? What is the use of looking at 


You with unblinking eyes? O Lord, O son of Nanda, love towards You, which they 
carry in their hearts, is the only real friend of the beauties of Gokula. (Padyavali, 370) 
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@ Chapter Ten «5 





Sarvananda-pradayakam 





10. I. The Definition of a Nataka 


This chapter will examine the definition of a nátaka, found in classical textbooks 
on dramaturgy. Ripa Gosvami, in his Nätaka-candrika, naturally delineates only a 
devotional kind of a nátaka. In his definition, he adds a quality not found in other 
definitions, sarvananda-pradayakam, ‘bestowing transcendent bliss upon the 
audience". In the last part of this chapter, we will focus on the highest level of 
religious sentiment delineated in devotional dramas, and consequently religious 
empathy experienced by the audience, which often resembles quite the opposite of 
bliss, deep sorrow. First, let us study the foundations of the classical dramaturgical 
theory which act as the base for the delineation of dramatic sentiments. 

In his Natya-$ästra, Bharata Muni deals with the ten types of rapakas*™, dramas, in 
the twentieth chapter. Of the ten, nátaka and prakarana are the most elaborate, and 
should have from five to ten successive acts. The other eight, called utsrstikanka, 
vyayoga, bhäna, samavakära, vithi, prahasana, dima, and ihamrga”, are relatively 
rare, shorter, and less interesting to us right now. 

We might, however, passingly notice two of the so-called uparüpakas, or minor 
rüpakas, since they are connected with the works of Rüpa Gosvami. One is the 
natika, which is a short drama with a dhira-lalita hero, usually a king, which 
illustrates how he handles his falling in love with a young maiden, and seeks to make 
her his second queen, pacifying the first queen in the process. A known classical 
natika is the Ratnavali of Sri Harsa, on the theme of king Udayana of Kausämbi. 





36 The term rüpa or rüpaka is explained from the meaning of 'scene', making something visible 
(rüpyate pratyaksi-kriyate yo ‘rthah tad-vdcakatvat kävyamı rüpáni, Abhinavagupta's explanation). 
Dhanañjaya in his DaSarápaka starts with the fundamental definitions (DR, 1. 7): avasthanukrtir 
nátyam rüpam drsyatayocyate ripakar tat-samaropat dasadhaiva rasáfrayam, “Drama is the imitation 
of situations. It is called a show (rüpa) because of the fact that it is seen. It is called representation 
(rapaka) because of the assumption of the roles by the actors (samäropa). It is tenfold, and the shelter 
of all dramatic sentiments.” George C. O. Haas, The Dasarüpa — A Treatise on Hindu Dramaturgy 
(originally published by Columbia University in 1912, reprinted by Motilal Banarsidass), pp. 3-4. 

367 Of those, the utsrstikanka is a one-act play, predominating in karuna-rasa, full of despair and 
wailing of the womenfolk, but the end should not be tragic. A vyäyoga is a one-act description of a 
military conflict. A bhana is a monologue of a gay character who speaks of his own exploits, and 
introduces the speech of others by citation, to which he then responds. A samavakara is a three-act 
play where heroes are either demons or the demigods, and where the contents of the acts are more or 
less unrelated to each other. A vithi is a one-act play with a fictitious plot. A prahasana is a farce with 
comic characters. A dima follows the pattern of a nataka, but has only four acts and the characters in 
it are yaksas, pisacas and similar entities, fighting with the demigods. There should be no hasya or 
$rñgara depicted. The ihamrga has either four acts, or is a one-act play, its hero is of the uddhata type, 
and the plot centers around the acquisition of a woman. There should be battles and tragic events, 
but the hero should not die. Summarized from: N. P. Unni, Natya-Sastra (Delhi, 2003), pp. 543-568. 
And, S. N. Shastri, Laws and Practice of Sanskrit Drama (Varanasi, 1961), pp. 3-25. As far as I know, 
no translator has attempted to translate the terms for the ten types of drama into English. 


274 





Rupa Gosvami uses this kind of a situation in some of the acts of his Lalita-madhava- 
nätaka, when Radha as Satyabhämä is introduced to the court in Dvaraka. Another 
uparüpaka interesting for us is the bhünikà, a short drama of jest and merry debate. 
Rüpa Gosvämi modeled his Dana-keli-kaumudi along the definition of a bhanika. 
Bharata Muni, in the twenty-second chapter of the Nätya-Sästra, introduces four 


different styles of speech and gesture (vrtti) for the dramas, born from Lord Visnu 
and from the four Vedas. * 


ekarnavam jagat krtvà bhagaván acyuto harih 
Sete sma nága-paryanke lokän samksipya mayaya 
atha virya-madonmatthäv | asurau madhu-kaitabhau 
tarjayam äsatur devam  tarasá yuddha-kañksaya 


While Lord Acyuta was resting on His serpent bed, after having compressed the world 
within Himself by the power of máya, two haughty demons, Madhu and Kaitabha, 
desirous of battle, challenged the Lord for a fight. (NS, 22. 2-3) 


Agitated by the loud proclamations of the two demons, Lord Brahma prayed to 
Lord Visnu to take care of the trouble. Madhusüdana proceeded to fight with them, 
and during the battle, the four kinds of styles were born from His person. 


bhümi-samsthána-samyogaih pada-nyásais tada hareh 
ati-bharo ‘bhavad bhúmer bharati tatra nirmita 
valgitaih Sarnga-dhanusas tivrair dipta-tarair atha 
sattvadikaih asambhrantaih sättvati tatra nirmitä 
vicitrair añga-harais tu devo lila-samudbhavaih 
babandha yac chikha-pasam kaisiki tatra nirmita 
samrambhavega-bahulair nánacari-samutthicaih 
niyuddha-karanais citraih nirmitärabhati tatah 


The stepping of the feet of Hari on different spots of the earth caused a burden 
(bhära) to the earth and hence, bharati-vrtti (the eloquent style) was created. 

In tune with the intense and brilliant vaultings of Hari, the bearer of the Sarnga 
bow, the sättvati-vrtti (the grandiose style) was created, endowed with the firmness of 
the mind (sattva). 

The Lord tied the locks of His hair (kesa) with graceful movements of various kinds, 
born of His playful nature, and thereupon, the style called kaisiki-vrtti (the gay style) 
was created. 

When He indulged in hand-to-hand combat with the two demons, with increased 
anger and many movements of His feet, the arabhati-vrtti (the horrific style) was 
born, with variegated causes for battle. (NS, 22. 11-149 


ES Te te 
36% A few verses later, Bharata Muni adds that the four styles are also derived from the four Vedas: 


“Brom the Rg Veda, the bharati-vrtti, from the Yajur Veda the sättvati, from the Sama Veda the kaisiki 
and from the Atharva Veda, the arabhati-vrtti were evolved. (NS, 22. 24) 
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All the four vrttis should be employed in the ndtaka and the prakarana, while in all 


other rüpakas, the kaisiki-vrtti should not be resorted to. Bharata's definition of a 
nätaka is as follows: 


Nataka is that kind of play in which the plot is well-known (prakhyata-vastu), so too is 
the hero whose character is noble (udatra)"%. The story deals with a distinguished 
saintly king (prakhyata rdjarsi), and he may enjoy some superhuman patronage 
(divyasrayopetam). Prosperity of different kinds, gracefulness and other qualities 
should embellish it. There should be several acts and interludes. The story of kings 
abounding in sentiments, moods and actions and representing pleasure as well as pain, 
characterizes a nátaka. (NS, 20. 10-12) 


The known, so-called mythological basis of the plot in the nataka*” distinguishes it 
from the second major kind of drama, the prakarana. The plot of the prakarana is 
exclusively a creation of the poet’s imagination, and its hero is a common earthly 
human, usually of the dhira-santa type", a peaceful noble brahmana or a merchant. 
The well-known classical prakarana is the Mrcchakatika of Súdraka, portraying a 
well-bred brahmana Cärudatta who becomes attracted to an unusually virtuous 
prostitute, Vasantasenä. The amiable character of the two main protagonists is 
effectively contrasted with many lower characters of various statuses and positions. 

Natakas and prakaranas should both have at least five acts (añkas), and each añka 
should be complete in itself as far as the dramatic action goes; it should represent the 
events of one single day, and should end with the exit of all characters. If the plot 
asks for more time than one day within one act, then the missing periods of time, 





369 Some theorists have taken the word udatta in Bharata's definition to be limiting the main hero of 
the nátaka exclusively to the dhirodatta type. Vigvanatha Kaviraja and Simha Bhüpäla, among the 
more influential theorists, support this idea. However, the fact that many ancient nátakas exist where 
the hero is of either the dhira-lalita type (Svapna-vasavadatta of Bhasa, where king Udayana is the 
hero), or of the dhiroddhata type (Veni-samhara of Bhatta Narayana, where Bhima is the hero), shows 
this view to be too narrow in the face of extant evidence. Another blunder in interpretation is that of 
Sagaranandi, in his Nataka-laksana-ratna-kosa, who clings to Bharata’s point that dhira-lalita heroes 
are kings, and now, seeing that kings are prescribed as the heroes of a nátaka, he concludes they 
should all be of the dhira-lalita class. Again, many natakas contradict his view, for example the 


Uttara-räma-carita, Malavikagnimitra, Bäla-rämäyana and so on, which all have heroes of the 


dhirodätta type. 
370 This usually means that the plot is taken from the Mahabharata, 


or other Puranas, or is known from traditional accounts of history, for example the life of the famous 
king of Kausämbi around Buddha’s time, Vatsaraja Udayana, or Agnimitra, king of the Sunga 


Ramayana, the Bhagavata Purana 


dynasty, and so on. 
371 Bharata Muni simply forbids the dhirodatta type in the prakaranas, and discourages the 
ions of the demigods and their worlds, or their carefree enjoyments. The prakarana is 


descript aran 
nxiety of the characters and worldly intrigue, 


distinctively human, with presentations of helpless a 


without any divine intervention in the course of their fate. 
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long travels, or events not presentable on stage"? can be supplied through allusions 
in the pravesakas and viskambhakas (preludes and interludes). In both nátakas and 
prakaranas, there should be not more than four or five main characters, the rest of 
the roles should be in the background. The drama should be shaped like the tail of a 
cow, Bharata Muni says, with a bunch of hair at the end. All the special effects 


should be spared for the dénouement'?, where the sentiment of wonder should 
predominate. 


The Dasarupaka is scarce in defining the nataka, while Visvanätha Kaviraja offers 
a full definition in his Sahitya-darpana, not differing much from Bharata Muni. 
Following other theorists in dividing poetry into $ravya (heard) and drsya (seen), 
Visvanatha defines the drsya-kdvya (i. e. drama) as that which is represented 
(abhineya)**, and derives the word rüpaka from rüparopa, ‘the imposition of a role 
upon the actor’ (SD, 6. 1). He lists the traditional ten rúpakas and eighteen minor 
uparupakas, and then proceeds to define the most exemplary kind of all of them, the 
nataka: 

nätakam khyáta-vrttam syat pañca-sandhi-samanvitam 

vilasa-rddhyadi-gunavad- yuktam nana-vibhütibhih 

sukha-duhkha-samudbhüti nána-rasa-nirantaram 
pancadika dasa-paräs tatrankah parikirtitah 
prakhyäta-vamso rajarsir dhirodattah pratapavan 
divyo ‘tha divyádivyo và gunavan nàyako matah 
eka eva bhaved angi S$rrgäro vira eva và 
angam anye rasah sarve käryo nirvahano 'dbhutah 


A nàtaka should have a known plot, taken from the scriptures, and should be 
construed with the five sandhis (junctures). It should be embellished with various 
opulences and playful events. It should present the appearance of states of both 
happiness and distress, and should be full of many rasas. Its añkas are understood to be 
not less than five and not more than ten. Its hero is a distinguished saintly king of the 
dhirodatta variety ^, powerful and full of virtues. He can either be of the divya 
category (Sri Krsna) or of the divyadivya (Sri Rama). One rasa should by prominent 
(angi), either $rigára or vira, and others are secondary (anga). The dénouement should 
be full of wonder. (Sahitya-darpana, 6. 7-10) 


The classical theorists do not seem to have any burning differences of opinions 
concerning the nataka, except the interpretation of the word udatta in the 
A KA 
372 This includes long speeches which are boring and should be summarized in an interlude, or a great 
multiplicity of events which would make the anka too complex. Similarly, actual fights, deaths, 
dethronements, seiges of the city etc. should never be presented on stage, nor should the hero ever 
die, neither on stage nor just be described as having died. 

373 French word for the final disentanglement of events in the drama. 

374 Four kinds of abhinaya (representation) are añgika (bodily), vacika (verbal), aharya (external like 
costume etc.) and sättvika (exhibits of emotion played out so well that they seem real). 

375 As mentioned before, this is merely Visvanatha's own opinion. 


— 
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definition of Bharata Muni. Ripa Gosvami’s definition mirrors that of Bharata, 
Visvanatha Kaviraja and Simha Bhipala in its general outline. He does, however, 
make place for the dhira-lalita-nayaka, specifically in the case of Sri Krsna. Speaking 
of devotional nátakas, he adds the quality sarvananda-pradayakam, where the word 
änanda is not employed in the sense of mere depersonalized aesthetic joy, but 
denotes the deep, extraordinary bliss of the blossoming of religious sentiment. 


divyena divyádivyena tathddivyena và yutam 
dhirenadhyam udättena krsnas cel lalitena ca 
Srngdra-virdnyatara- mukhyam ramyetivrtta-yuk 
prastävanänta-sambandham sandhi-sandhyanga-sangatam 
sandhyantaraikavimsatya —sat-trimsad-bhüsanair yutam 
patáka-sthanakair yuktam arthopaksepakais tatha 
bhasa-vidhana-samyuktam | sat-kavya-guna-garbhitam 
natakam dosa-rahitam sarvänanda-pradayakam 


A nätaka should have a divya, adivya or divyadivya hero"$, who should be of the 
dhirodatta class, while in the case of Sri Krsna, the dhira-lalita variety is permissible. 
The prominent rasa should be either $rngara or vira, and the plot should be pleasant. It 
should begin with a prastävanä (introduction) and be made of sandhis (junctures) and 
sandhyangas (parts of junctures). There should be 21 sandhyantaras (additional 
elements within the junctures), and 36 bhüsanas (embellishments). The nätaka should 
employ pataka-sthanakas (incidental indications) and arthopaksepakas (intermediary 
scenes), and the many prescribed dialects for different characters. It should be 
decorated with poetic merits (gunas) and should be free of poetic blemishes (dosas). It 
should bestow extraordinary bliss upon everyone in the audience. (Nataka-candrika, 


verses 3-6) 


Let us now turns to the actual sequence of parts and dramatic devices in the 
nataka. The purificatory and protective rituals before the actual drama, the 
preparations of the musicians and other assistants, and the introductory dances and 
music are collectively known as the pürvaranga. Bharata Muni describes these 
procedures in the third, fourth and fifth chapter of the Natya-sastra. The drama 
proper is delineated in the twenty-first chapter of the Natya-Sastra, and its 
embellishments like the 36 laksanas (called bhúsanas by Ripa Gosvami), and other 
poetic beautifications are described in the seventeenth chapter. These same topics 
are covered step by step in the Nataka-candrika, supported with examples. The 
theory in the Nataka-candrika closely follows the tenets of Bharata Muni and Simha 





376 Rüpa Gosvami's models for the three are Sri Krsna, Sri Rama, and Yudhisthira. Rama is divyadivya 
since, aside from or contrary to His natural divya nature, He Himself considers Himself human. The 
same could perhaps be said of Krsna, and Yudhisthira could in a sense also be called divya, due to his 
godly, saintly qualities. But these details are more or less technical, and Ripa Gosvami simply follows 


the previous authorities. 
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P Rūpa Gosvāmī quotes from a few classical nätakas, naturally those with 

aisnavite themes (Abhirama-raghava of Anapota Nayaka, Kamsa-vadha of Sesa 
Krsna, Mahavira-carita of Bhavabhüti), but the majority of his examples are supplied 
from his own Lalita-madhava-nátaka. 


10. 2. The Lalita-madhava-nataka 


To be able to follow Ripa Gosvami’s terse examples of dramatic devices from the 
Lalita-madhava, let us first have a glimpse at its contents. The Lalita-madhava fuses 
the Vrndävana-lilä with its continuation in Dvärakä, and deftly glorifies the 
supremacy of the love of the gopis. In a sense, it is a continuation of the Vidagdha- 
mädhava, and a final consolation for the Vrndavana-vásis who have been robbed of 
the pupil of their eyes by the departure of Krsna to Mathura. While the Vidagdha- 
mädhava was a jubilant celebration of the constant association of the Divine couple, 
the plot of the Lalita-madhava offers ample opportunities for the heart-rending 
experiences of separation. The drama develops through an intensely intricate plot in 
its ten acts, with the following themes: 


1) Säyam-utsava: The Pastimes in the Evening 

2) Sankhacüda-vadha: The Destruction of Sankhacüda 
3) Unmatta-radhika: The Maddened Radhika 

4) Radhabhisara: Meeting with Radha 

5) Candravali-labha: The Attainment of Candrävali 

6) Lalitopalabdhi: The Obtainment of Lalita 

7) Nava-vrndä-sangama: The Meeting with Nava-vrnda 
8) Nava-vrndávana-vihára: Pastimes in Nava-vrndävana 
9) Citra-darsana: Seeing the Pictures 

10) Parna-manoratha: All Desires Fulfilled 


10.2.1. The Secrets of Paurnamasi 


The first act begins by a veiled reference to Krsna (Kalanidhi) and Radha (Tara). 
The sütradhara and the leading actress predict that in the course of time, Kalanidhi 
will defeat the king of Kirätas (Kamsa) and accept the hand of Tara in marriage. 
This alleviates the sorrow of all whose hearts break at the thought that Radha has 
been abandoned in the empty Vrndavana. This is the way how Ripa Gosvami 
submits to the instruction of his master, Sri Caitanya, to never make Krsna leave 
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Vrndavana. If He apparently leaves, so do His beloveds, although in a sense none of 
them really left. 

In the introductory part of the first act, called ankamukha?", we again meet the 
elderly Paurnamasi, who this time converses with her young student Gargi, the 
daughter of Garga Rsi. The young girl is curious why Paurnamäsi herself arranged 
for Radha’s marriage with Abhimanyu, and why she is now eager to unite Radha and 
Krsna. Paurnamasi reveals a secret to her, that in fact, Lord Brahma gave an amazing 
benediction to mount Vindhya, that she will have two exceptional daughters who 
will give her a son-in-law who will be able to defeat even Lord Siva. The mountain 
was competing with the king of the mountains, Himalaya, who has Gauri as his 
daughter and is proud of his son-in-law, Siva. Paurnamäsi reveals that the two 
daughters, Radha and Candravali, have been kidnapped by Pútana, who was acting 
on Kamsa's behalf. Kamsa, at the time of seizing the eighth child of Devaki, the 
goddess Ekänamsä, was informed by her that his deadly opponent has already 
appeared, and that along with Him, eight supreme Saktis will make their appearance. 
After killing Karsa, the Lord will accept these eight Saktis as His wedded wives. Two 
of them will be sisters, adorned with the most extraordinary qualities. Kamsa 
therefore ordered his servants like Piitana to search for all newborn babies, kill the 
boys and kidnap the girls. As she was taking the two baby sisters from Vindhya, the 
priest of Vindhya chanted a demon-killing mantra. Pütanä, greatly afraid, dropped 
one of the girls (Candravali) while she was flying over the province of Vidarbha, and 
king Bhismaka rescued her from the river and accepted her as his own daughter 
(Rukmini). At the age of five, she was forcibly kidnapped from Kundina by 
Jambavan and brought to Vraja, on the order of the goddess Ekänamsä who stayed in 
Vindhya hills after having left Mathura (Vindhya-vasini). The other seven girls 
have been brought to Vraja by Pütanä, and when Pütanà was killed, Paurnamasi 
arranged that the girls were rescued and accepted in the families of the cowherds. 
Radha was the daughter of Vrsabhanu, and the other six girls were Lalita, Visakha, 
Padma, Saibya and Syama. Their apparent marriages with the gopas were only an 
illusion, and all of them possessed an inexhaustible treasure of deep love for Lord 
Krsna. In fact, sixteen thousand gopis continually worshipped Goddess Katyayani to 
obtain Lord Krsna as their husband. 

Paurnamäsi expertly arranges for obstacles in the way of meeting between the gopi 
girls and Sri Krsna, where their mothers-in-law have a lion share. Candravali 
despairs, 

racayatu mama vrddhä tarjanam durjani sa 

kavalayatu kulendum ko ‘pi durvada-rahuh 
sahacari parihartum nàksi-bhrügau ksamete 
madhu-ripu-mukha-padmaloka-madhvika-lobham 


AS A scs din ONG 
37 The dramatic theory will be explained below. Ankamukha is a dramatic device of giving a 


summarized plot of the drama within one act. 
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a Padma, my wicked old mother-in-law may rebuke me, and the planet Rahu 
ot infamous gossip may devour the moon of my family, still, the two bumblebees of my 


a cannot stop yearning to taste the mädhvika nectar of Krsna's lotus face. (LM, 1. 


The first act opens with a description of the youthful Vraja-gopis, wholeheartedly 
occupied with attracting the attention of their beloved Sri Krsna. As Krsna briefly 
meets with Candravali who is brought to Him by Kundalata, immediately a fierce 
argument ensues among the girls about Krsna’s fidelity and partiality to any 
particular gopi. Krsna tries to intervene with a well-chosen poetic verse to appease 
Candravali. Against His will, He mumbles the words in such a way that His 
attraction for Radha is plainly revealed. 


sarojaksi paroksam te kadapi hrdayam mama 
na sprastum apy alam badha rädhä tv akramya gahate 


O lotus-eyed girl, when you are not present, suffering cannot touch My heart because 
Radha at once attacks it and forcibly enters. (seeing His mistake, He fearfully exchanges 
the words badha and radha, changing the meaning to ‘when you are not present, Radha 
cannot touch My heart because suffering at once attacks it and forcibly enters) 


Krsna then meets with His mother Yasoda and Balaräma’s mother Rohini, who are 
the only two persons in whom Purnamäsi confides the intricacies of Krsna-lila. The 
two ladies joyfully observe the gopis who eagerly help Yasodä in serving her son. 
Yasodä alludes to the special attractiveness and beauty of one slender girl and one 
boy, Radha and Krsna. Because of Durväsä Muni’s benediction that whatever Radha 
cooks will be like nectar and will make the eater long-lived, Yasodä calls Her every 
day to her palace to cook for Sri Krsna. 

As Yasoda is overwhelmed with motherly affection and invites Krsna to drink her 
breastmilk, Kundalata teases Him that He should certainly do so, now that He is 
tired of pastimes with the young gopis. Yasoda does not understand Kundalata’s 
crooked smiling, but Kundalata continues with her naughty revelations and 
ambiguously refers to the recent event of the rasa dance. Yasoda innocently asks 
Paurnamäsi just what exactly this dance is like, and Paurnamasi, smiling, answers, “O 
Queen of the cowherds, it is a kind of dance.” 

Through an expert enigma, Kundalata informs Krsna of Radha’s longing to meet 
with Him, and we soon observe Radha, pining for the association with Her Lord. As 
He instantly appears, both of them are overwhelmed by each other's vision. 


sa esa kim u gopika-kumudini-sudha-didhitih 


E ee ee 
378 Using the words balanam mandalena which can be interpreted as either ‘in the circle of young 


boys’, or ‘in the circle of young girls’. 
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sa esa kim u gokula-sphurita-yauva-räjyotsavah 
sa esa kim u man-manah-pika-vinoda-puspakarah 
krsodari drsor dvayim amrta-vicibhih siñcati 


Radha (maddened with love): Is this a nectar moon which makes the lotus flowers, the 
gopis, blossom? Is this a royal festival of youthfulness appearing in Gokula? Is this a 
garden of flowers to delight the cuckoo of My heart? O slender girl, this person 
splashes my eyes with waves of nectar. (LM, 1. 52) 


asakrda asakrd esa ka camatkara-vidya 
mama rasa-laharibhis tarsam antas tanoti 

viditam ahaha seyam vyayatapanga-lila- 

madhurima-parivaha kapi kalyana-vapi 


Krsna (with astonishment): What wonderful mystic power is this? Again and again it 
strikes Me with waves of nectar, but yet it also creates a burning thirst within My 
heart. Ah! I know, this is a special auspicious lake that overflows its banks with the 
streams of sweetness in the form of playful sidelong glances. (LM, 1. 53) 


The furious Jatila intrudes, accusing Krsna of having made all the girls of Gokula 
stray from the path of righteousness. “Only the young bride of my saintly son has 
escaped Your clutches! Spare us from having to say Your name even once!” She 
grabs the girls and leaves. 


10.2. 2. The Worship of Surya 


The second act opens with a viskambhaka (interlude), a conversation of Vrnda and 
Paurnamäsi, to whom Uddhava has come to reveal the latest news from Mathura. 
After the death of Pütanä in Gokula, Kamsa became suspicious that this is the place 
where his glorious opponent has been born. He sent his two companions, Arista and 
Kesi, to investigate the matter. Kesi informed him of the glory of Radha and 
Madhava, and, inspired by Arista, Kamsa became eager to marry this celestial 
damsel. He sent the demon Sankhacüda to Vraja in order to kidnap her. 

Kundalata joyfully enters, to tell them of a recent wonder. She saw a brilliantly 
effulgent Sun-god in the vicinity of Govardhana’s house. Paurnamasi immediately 
guesses that this is the demon Sankhacüda, whose effulgence comes from a dazzling 
jewel on his head (cada). Paurnamasi quickly asks for the whereabouts of Radha, and 
orders Kundalatä to bring Krsna to protect her from the demon. She herself runs to 
alarm Balarama. 

Radharani, Lalita and Jatila are on their way to the temple of Sürya. Kundalata 
offers to bring a qualified brahmana to direct the worship, and Jatila is very happy 
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with the suggestion. When Kundalata appears with Madhumangala and Krsna in the 
dress of a brahmana, Jatila immediately shoves away Madhu, who already demands 
payment in candies, and instead chooses the dark-complexioned mysterious 
brahmana. When Radha observes Him, She is inexplicably attracted to Him, but 
then chides Herself for looking at other men. Knowing that She never feels any 
attraction to anyone except Krsna, She concludes that it must be Him in disguise. 

A comedy ensues, with Krsna agreeing deeply with Jatila about the disqualification 
of Madhumangala, who is a friend of ‘that wicked Krsna’. He assures the trusting 
lady that He, a decent brahmana, never has anything to do with Krsna. Jatila now 
orders Him to start with the worship and when He asks Radha about Her name all 
too politely, the old lady whispers into His ear that this is not the right way to 
behave. The worship is diligently performed with amazing mantras which are 
completely new to Jatila, glorifications of Radha with occasional additions of a pious 
‘savitre namah’. When the old lady inquires about these curious mantras, 
Madhumangala jokes about her ignorance, and proudly explains that the mantras 
come from the third chapter of the Kausumesavi-sakha of the Rg-veda””. After the 
successful completion of the puja, Jatila generously offers to feed the two able priests, 
and Madhumangala is elated, while the second brahmana modestly assures her that 
the friendship of the Vraja-vasis is enough of a payment for Him. Jatila takes 
Madhumangala to her home to feed him, and leaves the rest of the group in the 
forest. 

As the sakhis make Radha sit on a jeweled throne, the demon $ankhacüda appears, 
hiding behind the vines, and is able to identify Radha from the descriptions supplied 
to him by Candrävali’s husband Govardhana. The scene is first interrupted by 
Mukhara who instantly begins flinging insults at Krsna. As He hides from her in the 
dense grove, she sighs that what Paurnamasi told her is true, He does indeed assume 
many forms like Varaha and Nrsimha. Seeing Sankhaciida approaching, she adds 
that He has now assumed a form of a demon whose effulgence is brigher than the 
sun. The girls scream that this surely cannot be Krsna, while Sankhacüda swiftly 
kidnaps Radha and escapes. 

In a moment of despair, even Jatila is kind to Krsna, and begs Him to save her 
granddaughter. The sakhis are relieved when they see that the demon has given up 
Radha and has fearfully begun to fight with Sri Krsna. As Krsna succeeds in killing 
him and takes the glittering jewel from his head, Balarama and the other cowherd 
boys appear on the scene. Sri Krsna gives the jewel to Balarama, who in turn gives it 
to Radha. Mukhara wipes the perspiration from Krsna’s brow and glorifies Him as 
the protector of the beautiful Radha. 


ay er e o ME NA 
379 Kusumesu is a name of Kamadeva, Cupid. 


283 





10. 2. 3. The Departure for Mathura 


The third act begins with a viskambhaka where the agitated Vrnda approaches the 
elderly Paurnamäsi, asking for an explanation of a frightening sound she has heard, a 
deep roaring resounding through all of Vraja. Paurnamasi explains that the day 
before, a great calamity has happened. Krsna triumphantly returned home after 
killing the demon Kesi who was mad with anger because of the death of Arista. Now 
that both are dead, Karnsa has sent a messenger to Vrndavana, to bring Krsna and 
Balarama to Mathura for a wrestling match. 

As the news of Akrúra's arrival and the purpose of his visit were spreading in Vraja 
like wildfire, the anguished cries of the gopis filled the air. A friend of Candravali 
screamed at her, “O fickle, deaf Candravali! Even though Krsna has already climbed 
the chariot and is leaving Gokula behind, you are still stringing this flower garland! 
Has the loud wailing of the gopis not entered your ears?” Candravali became 
overwhelmed, the garland slipped from her hands, and she fainted as if dead. Radha 
cried bitterly, the next moment rolled in front of the chariot, then tearfully gazed at 
Krsna’s face, then again prayed to Balarama that they should stay in Vraja. Although 
She never dared to look at Krsna in the presence of superiors before, She now stood 
like a statue in front of the chariot, observing Him intently, while her cheeks were 
wet with tears. 

Krsna, with tearful eyes, tied the hearts of the gopis to Himself with a kind promise 
of quick return. After the chariot left, Radha was plunged into an ocean of 
lamentation, sometimes crying, sometimes fainting, running around, speaking 
incoherently and suddenly becoming silent. 


uttüpi púra-pakato “pi garala-gramad api ksobhano 
dambholer api duhsahah katur alam hrn-magna-Salyad api 
tivrah praudha-visücika-nicayato ‘py uccair mamayar bali 
marmány adya bhinatti gokula-pater vislesa-janma jvarah 


The fire of separation from Lord Krsna, the king of Gokula, is breaking My heart. It is 
more painful than a strong dose of the most severe poison, more intolerable than 
Indra’s thunderbolt, more sharp than a spear entering the heart, and more horrifying 
than the last stage of cholera. (LM, 3. 28) 


Plagued by apparitions of Her beloved Lord, Radha roamed around Vraja with her 
brokenhearted sakhis whose consolations She was unable to hear, and finally they 
arrived at the bank of the Yamuna. Radha fainted and the sakhis tried to revive Her 
with the smell of a garland once worn by Sri Krsna. Regaining consciousness after a 
long time, Radha says, “Lalita, listen. I saw a frightening dream. It was so vivid that I 
thought I was awake. In this dream a wicked messenger of king Kamsa came to 
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Mere at with a chariot Krsna then ... I pray there will be peace and prosperity 
Ja. lo become free from the ill effects of this bad dream, I will bathe in the 
Yamuna and then go see Krsna.” 

Praying to the Sun-god to fulfill their desire, Radha and Visakha enter the waters 
of the river, and allured by the apparition of Krsna as if hiding among the blue 
lotuses, they both enter the deep water and drown. The grief-stricken Lalita wishes 
to follow them, but is prevented by Mukharä. Unable to bear the separation from her 
two friends, she decides to jump from the Govardhana Hill and end her tortured 
existence. Mukhara, seeing all three girls devoured by death, is so terribly disturbed 
that she wants to drown along, but a voice from the sky prevents her, predicting that 
she will soon enjoy the festival of the nectar of transcendental bliss. The voice 
informs her that Radha and Visakha have attained the Sun planet, and that their ^ 
position is glorified by all the demigods. 


10. 2.4. Meeting Radha in a Play 


In the interlude at the beginning of the fourth act, we hear from Gargi and 
Uddhava about the wrestling match in Kamsa's arena. Mother Yasoda has come to 
participate in the celebration of Krsna’s and Balarama's yajfiopavita ceremony. 
Sandipani Muni gloriously becomes the spiritual teacher of the two boys. Krsna 
rescues his guru's son Madhumangala, and gives him as a daksina back to him. 
Madhumangala is now again fortunate to stay in Mathura close to his beloved Krsna. 

Uddhava reveals to Gargi that Krsna’s heart breaks due to the sad fate of Radha, 
and that Candravali has recently been kidnapped from Vraja by her brother Rukmi, 
so that she could be married to Sisupala. Padma, who is actually the daughter of king 
Nagnajit, as well as Syama, daughter of the king of Madra, Bhadra, daughter of the 
king of Kekaya, and Saibya, daughter of the king of Saibya, have all been taken back 
to the palaces of their fathers. All the other 16 thousand young gopis who 
worshipped goddess Katyayani, have recently been kidnapped by a demon. Having 
heard all these upsetting news, Lord Krsna cannot find even a moment of peace in 
Mathura. 

To console the despairing Lord, Paurnamasi stages a drama about His pastimes in 
Gokula, with the help of heavenly Gandharvas'?. Mukharä also witnesses the play 
and learns how misinformed she has been during the pastimes in Vraja. Seeing 
Radha in the drama, she rushes forward to embrace Her, and is stopped by 
Paurnamasi, who has to tell her that this is only a drama. The old lady was hoping 
that Radha, who has gone to the Sun planet, would now descend back with these 
heavenly actors. She regrets her opposition to the meetings of Radha and Madhava, 





380 Such an inset play is technically called a garbhanka, play within a play. 
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es an ee ón bittely calls her an old 
er i: mu Gee 1g on im like a dog if he happened to come close to the edge 
‘ ara is embarrassed, and blames Paurnamási for not revealing the 
secret to her. 
The little drama takes a humorous turn when Vrnda arranges that Jatila is 
informed of the mischievous plan that Krsna intends to dress as Abhimanyu. The 
old lady rushes home and finds her real son there, imagining he is Krsna in disguise. 
She chases him away while everyone has a good laugh. The desperate Abhimanyu 
seeks the assistance of Lalita, who speaks to Jarilá and reveals to her that the man 
she has been hitting and cursing was her own son. She is embarrassed to come before 
him, and Abhimanyu leaves home to finish his business of buying cows. In the 
meantime, Krsna Himself appears amidst the girls, whom the sudden arrival of Jatila 
makes greatly uncomfortable. But the old lady is now meek and humble, she 
congratulates Radha for staying next to Her husband, and blesses them to worship 
the goddess Gomangala together. 

Lord Krsna, after seeing the charming play, opens His heart to Paurnamaási, 
despairing that His mind burns in suffering, unable to find any peace. The saintly 
Paurnamasi consoles Him that the second part of the drama on the story of 
Candrävali will soon be presented. She begs for permission to leave for Kundina. 


10. 2.5. Marriage with Candravali (Rukmini) 


In Kundina, the capital of the Vidarbha province, king Bhismaka is getting ready 
to perform the marriage of his daughter. Ashamed that she has spent her childhood 
in the village, she keeps it a secret and changes her name Candravali into Rukmini. 
Prince Rukmi, her brother, opposes the wishes of the princess herself, and of their 
father, and invites the prince of Cedi, Sisupala, to the wedding. Rukmini sends a 
messenger to Krsna with a letter from her, but the messenger has not yet returned. 
Many tents of the opposing kings now perch in front of the city, and Paurnamasi is 
distraught. 

She is happy to meet Narada Muni who informs her of the latest events in 
Mathura. After arranging the death of Kalayavana through the sleeping 
Mucukunda, Lord Krsna has moved all the residents of Mathura to a new city on the 
western coast of the sea, called Dvaraka. Paurnamäsi and Narada are greeted by the 
messenger who, despondent, has brought back a reply from Krsna. Not knowing that 
Rukmini is Candravali, Lord Krsna has written back that He only loves the birds of 
the Vrndavana forest. But all of them are happy to hear that Krsna nevertheless 
decorates the city of Kundina right now, on the invitation of two kings, Kratha and 
Kaisika, who have been ordered by Lord Brahma to crown Lord Krsna as the king of 
all kings. The two kings ask for a benediction at the end of the coronation: “O Lord 
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of the Yadus, please accept the hand of Rukmini who is a tapasvini although she has 
not performed any tapasya.” Lord Krsna predicts that her desire will be granted. 

Lord Krsna and His dear companion Garuda appear in the midst of the merry 
celebrations in the city, dressed up as dancers. They come close to the temple of 
Durga where Rukmini is supposed to perform her worship. Distressed that the 
messenger has not yet returned from Krsna and fearing that she will be married to 
Sisupäla, Rukmini decides to commit suicide in a big pool of ghee prepared for the 
sacrifices. Her friend Madhavi tries to console her, but to no avail. When Krsna and 
Garuda spot the princess from afar, Garuda glorifies her as very beautiful. Lord 
Krsna, not so careful in observing, retorts, “Friend, it is so, but what does it matter? 
Krsna is not enchanted by mere beauty.” 

Rukmini gives last instructions to Madhavi, that she should take care of the young 
bakula tree she has planted with a seed from Vrndavana. She approaches the pool of 
ghee, and at that moment, Krsna recognizes the familiar sound of her ankle-bells. 
Candravali tearfully speaks her last words, “O sister Radha, we will never meet 
again! O dear friend Padma, where have you gone? O mother Yasodä, o Queen of 
Gokula, I will never see you again! O Lord of my life! O Krsna! I pray that birth after 
birth my eyes may attain Krsna's lotus face filled with the honey of His gentle smile.” 

Lord Krsna hastily embraces her to save her, but she thinks it is Madhavi who is 
stopping her. As a last token, she pulls a ring from her hand and wishes to put it into 
Madhavi's hands, to be given to her Lord. But placing the ring into His hands, she 
notices they are the hands of a man, and she looks up into His face. She screams 
with joy, “My master embraces me and speaks to me!” and faints. 

Bhismaka and Paurnamäsi enter, congratulating Lord Krsna. He reasons to Himself 
that by accepting Candravali who is Radha’s sister, He is not offending His great 
love for Radha. The two exit to leave for Dvaraka, and a loud commotion ensues 
when the greedy princes headed by Sisupala notice that all has been accomplished in 
their absence. Balarama appears with a large army, and the princes along with the 


rebellious Rukmi are defeated. 
10. 2.6. Pastimes in Nava-vrndavana 


We move to Dvaraka, where the beautiful gopi girls are all destined to meet, in the 
jubilant fruition of their fortunes — married life with Lord Krsna. Act six opens with 
a viskambhaka (interlude) where Uddhava and Narada discuss the latest events. 

Uddhava is dejected, feeling that he has offended his master Krsna with a 
suggestion to king Satrajit to give the syamantaka jewel and his daughter 
Satyabhämä to Lord Krsna. The king has embarrassed himself by not wishing to part 
with the jewel, and now, his mother has arrived to Dvaraka along with princess 
Satyabhama, who is given as a bride to Lord Krsna. 
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When Narada touches the topic of Krsna's grief due to having been forced to leave 
Vrndavana, Uddhava emphatically explains the Lord’s pain to him. Narada inquires, 
What exactly causes Him so much pain?” Uddhava is almost speechless, and hardly 
able to answer. “The younger sis ...” Narada smiles, and asks, “Well, if a person who 
wears a ring thinks that the ring is lost and cries, what can be done to console him?” 
Uddhava is startled. ‘Tell me, is the younger Goddess alive?” “Alive? What are you 
saying? She is decorating the city of Dvaraka right now.” 

Narada explains to Uddhava, whose hairs are standing on end due to excitement 
and joy, that childless Satrajit was praying to the Sun-god for undying wealth and 
for the best child. Súryadeva gave him the Goddess Radha as a daughter, along with 
the jewel of the demon Sankhaciida, which Radha brought with Her to the Sun. She 
is now known as Satyabháma, and Sürya has instructed Her to not reveal Her actual 
identity to anyone until the jewel is not tied to Her wrist by Lord Krsna. 
Satyabhämä has therefore come to the palace of Rukmini and was introduced to her, 
but the two of them did not yet recognize each other. Visakha, who has drowned 
along with Radha, is actually a form of the river Yamuna, whom Sürya, her father, 
has sent to Vrndävana so that he would be connected to Krsna-lila. 

The wife of Sürya, Samjña, who is the daughter of the celestial architect 
Visvakarma, has lovingly asked her father to build a replica of Vrndävana within the 
palace of Dvaraka, because Radha was distraught by being away from Vraja. Rukmini 
entrusts Satyabhämä to the care of Nava-vrnda, a female disciple of Visvakarma who 
is expert in gardening, and who takes care of the Nava-vrndavana gardens. 

In the next scene, Lord Krsna enters, after gloriously ending the episode with the 
syamantaka jewel. As the jewel continuously reminds Him of Radha, He cannot stop 
lamenting about Her absence from His life. Madhumangala inquires from Him about 
the details of the fight for the jewel, and Krsna explains that He entered the cave of 
Jambaván and fought with him fiercely, but then the old bear remembered the 
previous pastimes in Rama-lila and understood that this is the same Lord of his life. 
He respectfully seated the Lord on the throne and went to fetch the jewel from his 
treasury. He was gone for some time, and then, an old lady approached Lord Krsna. 
She explained the dilemma to him: “The king of bears wavers. If he gives the jewel to 
You, his daughter will be so aggrieved that she will at once give up her life, and if he 
does not give the jewel to You, his master, this will be a great offense.” Lord Krsna 
became curious about the daughter, and the old nurse explained that as soon as 
Jambavan brought home this astonishing jewel, his daughter became completely 
overwhelmed. She presses it to her breasts, wets it with her tears, and sighs holding it 
while her body trembles. The nurse explained to him that the daughter spends her 
time exclusively in the company of her Deities, whom she calls Radhika and 
Madhava, worshipping them with great care while shedding floods of tears, 
conversing with them and happily urging them to meet each other. As Lord Krsna 
inquired about these two Deities, the nurse carefully looked at Him and exclaimed 
that actually, the male Deity looks exactly like Him. She ran to tell the girl, and the 
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princess emerged from the back of the cave, hiding and observing Lord Krsna. She 
then became pale, and discarding all shame, fell at His feet crying. T 

Lord Krsna continues, "Then I could understand that Jambavati is actually Lalita, 
that she worships Deities of Radha and Myself, and that the syamantaka jewel is the 
same as the jewel we have obtained from Sankhacüda. These facts made Me 
overwhelmed with wonder.” The elated Jambavan then explained to the Lord that 
he attained this special daughter when the Sun-god ordered him to visit 
Govardhana. There, he saw this extraordinary girl flying through the air, and had 
saved her life. 

Krsna confides in Madhumangala that up to now, as He was busy pleasing His 
friends, the feelings of separation from Radharani were somewhat subdued, but now, 
seeing the anguish of Lalita, His heart burns in a conflagration of feelings. “Only the 
sight of Vrndavana could console Me,” He says, and walks into the palace in 
Dvaraka. 

In the same palace, Radha laments that Her Lord is ruling in Mathura, while She is 
imprisoned elsewhere. The girls of the palace keep luring Her to become attracted to 
the king of Dvaraka, but Radha angrily desists. 


Nava-vrnda (laughing): O simple hard-hearted girl, know that the emperor of Dvaraka 
is the king of Vraja. 


Radha (excited): Is this the truth? 


Nava-vrnda (aside): Alas! How have I carelessly forgotten my vow! (openly) He is 
addressed in many ways, Rajendra, Ramacandra, Upendra, Vrajendra, many names. 


Bakula: Therefore I say, give up Your attachment to that other man, and focus Your 


energy on pleasing the emperor. 


Radha: My Lord Krsna wears a peacock feather crown and a necklace of guñja berries. 
The flute placed to His mouth gives us great happiness. My heart will never accept any 
other man than Sri Krsna, the most handsome man in the whole universe. 


Bakulä: Friend, You are too simple. That is why You so deeply love this hard-hearted 


man. 


Radha: Do not talk like this! Even though he be harsh and neglect Me for thousands of 
years, never, even after countless births, will My heart become bewildered and give up 


the loving service to My most beloved Krsna. 
Nava-vrnda: Bakula, stop. She is faithful to Her beloved. 
Even in Nava-vrndavana, the replica of Vraja, Radha remains brokenhearted and 


begins to doubt the promising consolation of the Sun-god, who has bid her farewell 
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with the words, “Go to Dvaraka, and enter the Nava-vrndavana gardens. There, You 
will happily enjoy pastimes with Your beloved.” 

Radha laments to Nava-vrnda that She is unhappy because She is unable to 
perform Her regular activities. She explains that She used to worship a Deity of 
Krsna with a flute in His hands. Nava-vrnda thinks it wise to show Her the Deity of 
Sri Krsna made of sapphires, whom the sculptor Visvakarmä has made to decorate 
the Nava-vrndavana. As Radha approaches the Deity, She begins to imagine it is 
Her Lord personally, and begins to talk with Him in an angry voice. Nava-vrnda 
makes Her touch the chest of the Deity, and Radha becomes aware that this is His 
Deity only, made of glistening sapphires. She carefully decorates the statue, 
worshippping Him with great love and longing. 

Since Queen Rukmini’s companion Madhavi comes by, Nava-vrnda suggests to 
Radha that they should leave the place. It so happens that right then, Krsna and 
Madhumangala enter the Nava-vrndavana garden, and walk up to the decorated 
Deity. 


Krsna: (while walking, He eagerly gazes ahead and becomes filled with wonder) How can 
it be? Is that a graceful statue of Myself, decorated with forest flowers? (steps closer) 
This must be the work of Vi$vakarmä, the master of all sculptors. 


Madhumangala: (eagerly) O! O! After a long time, I have again found my dear friend! 
You are indeed a king, not like me, a poor Brahmin boy. (inspecting) Dear friend, look! 
A girl full of love has been worshipping this statue. 


Krsna: Friend, your observation is correct. This flower garland, not in its proper 
position, proclaims that the lady was overcome with emotions. The breaks in the 
sandalwood paste show that she was crying a shower of tears. This shaky tilaka mark 
means that her hand was trembling. All the worship done by this lady loudly speaks of 


her love. 
(voice behind the scenes): This way, o sakhi, this way. 
Krsna: O friend, surely the young girls who were worshipping this Deity are returning. 


Hide the Deity in the forest grove! I will take the decorations from it, stand on the 
altar just like it did, and 1 will be able to observe the strong feelings of love of these 


girls with bimba fruit lips. (they both do accordingly) 
(accompanied by two gopi friends, Sri Radha enters) 


Radha (looks ahead and becomes thrilled): Oh! This statue is so full of sweetness! 
Mysteriously, it makes me think I am seeing Madhava right in front of Me. 


Bakula (aside, to Nava-vrnda): O Vrnde, just see the handsomeness of this statue! 
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Nava- a (wi i i : 
S a venda (with a smile): Bewildered girl, the madness of love has entered you too. 
ou also imagine that the statue is actually Krsna! 


Krsna (in wonder and joy): Ah! Who is this wish-fulfilling flowering vine who forcibly 
attracts My heart? 


(with great desire) The brilliant lotus of Her face speaks eloquently about the inner 
torment at the core of Her heart. With black curly locks of hair dancing at the corners 
of Her lotus eyes, this wonderful beauty has again entered the pathway of My sight. 


(looks again, struck with wonder) Ah! Can this really be so! Is this really My beloved 
Radha, dearer to Me than My own life!? (struggling to check a flood of tears, He tries to 
think) This girl is undoubtedly a statue of Radha, created by the sculptor Visvakarmä 
to give Me a bit of happiness here in this Nava-vrndavana. How could Radha come 
here through all the doors of Dvaraka, and enter into the innermost part of My palace? 


Radha (keeps gazing into Krsna’s lotuslike face): Oh! Oh! I am filled with such a strong 
desire to actually meet Sri Krsna! In this confused state, I began to believe the statue is 
really Him. (crying unabashedly, She folds Her hands) O reflection of Krsna, is the real 
lotus-eyed Krsna well and happy now? 


Krsna (jubilantly): O illusion of Radha, Krsna is indeed happy now. He is happy 
because You, exactly resembling Radhika’s features, are now asking about His welfare. 


Radha (surprised): Well done, Vrnda, well done! Well done! This statue is so expertly 
crafted it is even able to speak sweet words! 


Krsna: Oh! This magical mirage of Radha is very wonderful! Radha is really reflected 


in it! 


Radha (jubilant and full of wonder): The sweet fragrance of this statue delights My 
nose. The splendid color of the Deity, dark like a monsoon cloud, attracts My eyes. 
The charming words spoken by the statue make My ears tremble with happiness. Ah! 


It is really just like Krsna Himself! 


(crying in sorrow) O statue of Krsna, this Radha begs You with millions of sweet words: 
Please! Become a living, moving person and kindly give some happiness to the eyes of 
this poor girl, so hurt with pain. 


Krsna: O sculptor, you have made Me so fortunate. (He cries a stream of tears.) 


Nava-vrnda: Dear friend, with the edge of Your sari You should wipe away the tears 


from the lotus face of Your beloved. 


(Radha shyly does that) 
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Nava-vrnda (aside): Just see how Madhava, overjoyed by the touch of Radhika, His 
tearful eyes focused on Her, is now leaning back on the kadamba tree behind Him. 


Radha: Oh! Oh! The statue teally became alive! (She faints) 


This extraordinary reunion is interrupted by the arrival of Candravali, or Queen 
Rukmini. On the orders of Nava-vrnda, Bakula quickly takes away the unconscious 
Radha, while Madhumangala and Krsna have to face the suspicious Queen. 
Surmising that Her Lord has been entertaining Himself in the company of 
Satyabháma, her jealous anger flares up, and she walks away dispirited. 

In the eighth act, we enjoy the sight of Radha and Krsna spending time together in 
the Nava-vrndavana gardens. Radha is occasionally overcome by grief, due to 
separation from her friends. Krsna tries to console her by telling Her that He has 
recently met Visakha, who has been leading an ascetic life in the Khandava forest, 
and has happily brought her to Dvaraka. However, since Visakha, who is Yamuna, 
the daughter of the Sun-god, has been informed by him that she will not be able to 
meet Radha until the syamantaka jewel is secured, she has hidden herself until then. 

Visvakarma creates two caskets of ornaments for Queen Rukmini and also for 
Satyabhama. Madhavi receives the two caskets, and guessing that Visvakarmä has 
made better ornaments for Satyabhama, she exchanges the two sets. Rukmini 
therefore appears in Nava-vrndavana dressed up as Satyabhama and Krsna mistakes 
her for His beloved Radha. Vrnda, however, succeeds to indicate that this is in fact 
the Queen who wants to discern the state of Krsna’s heart. He pretends to realize 
that this is not His Queen, and runs into the palace to inform her. 

The ninth act describes the pastime of watching the pictures on the wall of a cave 
in Govardhana Hill. Radha and Krsna enjoy observing the miniatures of Their 
Vrndavana-lila. Seeing Kubja, Radha smiles, and Krsna hastily explains that this 
lady was Radha’s messenger, calling Him back to Vrndavana and pulling His dhoti. 
Radha comments, “You cannot hide anything from Me.” 

In the tenth act, the jealous anger of Queen Rukmini is finally broken, when she 
recognizes Radha as her sister, and the syamantaka jewel is tied to Her wrist. The 
rest of the girls of Gokula appear, and the other residents of Vraja come to visit 
Dvaraka, transforming it back into Vraja. Rukmini gracefully takes Radha’s hand 
and places it into Krsna’s hand. The other sixteen thousand gopis that were rescued 
from Narakásura, as well as the six girls that have been scattered by fate, Saibya, 
Syama, Padma, Bhadra, Lalita and Visakha all meet each other and their mistresses. 
A great wedding is performed, concluding the drama in great bliss and festivities. 
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10. 3. Examples from the Nataka-candrika 


Let us now turn to the Nataka-candrika, which presents the details of dramatic 
theory with the examples from the Lalita-madhava. The terminology of the dramatic 
theory is technical and peculiar, often using known words in specific, narrow or 
altogether new meanings. Since most of the terms are not easily translated into 
English, they should always be consulted along with the additional definition of the 
term, for a clearer idea about the shade of meaning. Oftentimes, the definition itself 
is the only clue for an adequate translation. I mostly follow the English translations 
presented by Surendra Nath Shastri in his reliable work.” 


10. 3. I. Varieties of the Prologue 


The nataka begins with the introduction of the theme, prastävana, and while some 
theorists include the benedictory slokas, called nändi, within the prastävanä, others 
opine that nändi is actually part of the pürvaranga and is recited before the 
prastávand. In the extant manuscripts of natakas, naturally, no details of the 
pürvaranga procedures are mentioned, and for all practical purposes the drama 
begins with the nandi verses, followed by the rest of the prastavana. The nändi verses 
are either an expression of blessings (äsirvada), a statement of praise and respect 
(namaskriya) towards the Lord, brahmanas or demigods, or, they give a hint about 
the theme of the drama (vastu-nirdesa). The nändi verses may consist of eight, ten of 
twelve padas, while some theorists are liberal to the point of allowing it to be as long 
as is needed to express the author's idea. The interpretation of the word pada varies, 
it is sometimes understood as a partial sentence in the whole benediction (Natya- 
$ästra gives such an example), while other theorists take it to mean either an 
inflected word (Simha Bhüpala and Ripa Gosvämi), a quarter of a verse, or parts of 
the verse formed by the caesuras (Abhinavagupta). The nandi verses should be 
gracefully composed with images of the moon, lotuses, cakora birds, lilies and the 
like, bringing good fortune to the play, and should begin with an auspicious letter. 
Ripa Gosvami presents the two nandi verses of the Lalita-madhava-nataka, the first 
of them is an example of an astrvadatmaka-nandi, and consists of twelve padas (in 


this case inflected words): 


sura-ripu-sudrsam uroja-kokan mukha-kamalani ca khedayann akhandah 
ciram akhila-suhrc-cakora-nandi disatu mukunda-yaSah-Sasi mudam vah 


A re a, 
38 S, N. Shastri, The Laws and Practice of Sanskrit Drama (Varanasi 1961). 
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ie moon of the fame of Lord Mukunda distresses the cakravaka-like breasts of the 
wives of the demons, and makes their lotus-like faces wither, but it is pleasing to His 


d Ss who are like cakora birds. Let His fame forever give pleasure to you all. (LM, 


The prastávanà part of the drama, Rüpa Gosvami specifies, should be presented in 
the bharati-vrtti, verbal, eloquent style. Bharati-vrtti is employed in four introductory 
situations, in the prarocana (laudation), amukha (introduction), vithi (avenue) and 
prahasana (humor)"", Of these, prarocanä and amukha are sometimes understood to 
be parts of the pürvaranga. In any case, they are the first references to the actual 
drama, where the sthäpaka (introducer) tries to whet the interest of the audience for 
the drama, by mentioning the time and place of the performance, and praising the 
aesthetic abilities of the spectators. In later dramas, the function of the sthapaka is 
often merged with the figure of the sütradhara, stage manager. Ripa Gosvami’s 
dramas start with the speeches of the sütradhara (who, in fact, represents Rüpa 
Gosvàmi himself), who recites the nándis. In both the Lalita- and Vidagdha- 
mädhava, he intimates that Lord Siva in his form of Gopisvara, the special protector 
of Vraja, has commanded him to write the drama, and he is eager to present it to an 
audience of exalted Vaisnavas. 

The Lalita-mädhava is staged for a gathering of sincere Vaisnavas living in 
Vrndavana, in the temple of Madhava at Radha-kunda, near the Govardhana Hill, 
on the auspicious occasion of Dipavali. Ripa Gosvami as the sitradhara uses the 
opportunity to express deep feelings of humility and inadequacy in presenting the 
drama, but consoles himself with a verse which, in effect, glorifies the saintly 
Vaisnavas as the most receptive and appreciative public. The leading actress then 
enters, expressing her reluctance in accepting a role in the drama. The sütradhara 


encourages her in the prarocand speech: 


ärye kim ity evam ucyate. pa$ya pasya — 
cakásti sarad-utsavah sphurati vaisnavanam sabha 
cirasya giri udgiraty amala-kirti-dharam hareh 
kim anyad iha madhavo madhura-mürtir udbhasate 
tad esa paramodayas tava visuddha-punya-Sriyah 


O noble lady, what are you saying? Look, look! The festive autumn season has come, 
and the Vaisnavas have assembled here. The Govardhana Hill continually emits 
streams of pure glory of Lord Hari. Even more, Madhava Himself, the form of 
sweetness personified, is gracing the assembly. This is the supreme rise of the opulence 


of your pure merits. (LM, 1. 7) 





382 The last two are easily confused with two types of rupakas of the same name. Here, however, they 


are treated as parts of the sthapana. 
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$ Rūpa Sosvámi proceeds with definitions in the Nataka-candrika, dividing the 
amukha*” (introduction), which is usually equated with the prastävana and the 
sthäpanä (prologue or establishment of the play), into five subdivisions: kathodghata 
(real commencement), prayogatisaya (personal presentation), pravartaka (entrance 
of characters), udghatyaka (revealed indication) and avalagita (continuance)**. 
These are the five different forms of the entrance of characters, and will be 
delineated below. 

The kathodghäta (real commencement) denotes a direct entrance of the character 
of the drama, while repeating the statement of the sütradhara or reproducing the 
substance of the sütradhara's prediction. The prayogätisaya (personal presentation) is 
a direct introduction of the character by name by the sütradhara. In the pravartaka 
(entrance of characters) the sameness of the time, season and the actor's qualities 
described by the sütradhara enables the entrance of a particular actor through a 
double meaning. The Vidagdha-mädhava uses this mode for the entrance of the 
elderly Paurnamasi, through a verse recited by the sútradhara which actually glorifies 
the full moon (paurnamäsi) in the spring season. The udghätyaka (revealed 
indication) is the intimation of the details of the plot, understood through a 
revelation, in the minds of both the actors on stage and the audience. The 
udghätyaka variety is used in the Lalita-madhava, where, due to fear of Karsa, the 
marriage of Krsna and Radha is alluded to under false names (Kalanidhi and Tara), 
in a verse spoken by the sútradhara and overheard by Paurnamasi from behind the 
scene. Paurnamási understands the hint and becomes consoled, revealing the 
mystery to the audience through her audible deliberation. The avalagita variety 
(continuation) of the entrance of actors is used when half the task is completed by 
another person (in this case the actor entering). Ripa Gosvämi quotes from the 
Kamsa-vadha, where the sútradhara merely summons the 'natarája purusottama’, ‘the 
noble king of the actors’ but is surprised to see the actual Purusottama enter, Lord 
Gopala. 

Rapa Gosvami adds that in the case of a nataka where the main rasa is $rigara, 
there is no need for the vithis and prahasanas within the introduction. The amukha 
in one of its five varieties is sufficient. We now proceed to the main plot of the 


drama. 
10. 3. 2. The Elements of the Plot 


The plot of the nátaka can be seen from a few different angles of vision. It is 
broadly divided into adhikarika (main) and prasangika (subsidiary), the first relating 





383 Called so because it lasts up to the mukha-sandhi, the first of the five junctures. 
384 Of these five, the first three are parts of the dmukha, and the last two are subdivisions of the vithi. 
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to the main hero, and the second to the sub-heroes of shorter episodes. The 
prasañgika part of the plot will be introduced through patákas (episodes), prakaris 
(incidents) and pataka-sthanakas (indications of episodes). 

The main plot is divided into five karyavasthas (stages of action), called arambha 
(commencement), yatna (endeavor), prapty-asa (prospect of success), niyatapti 
(certainty of success) and phalagama (consummation). Mirrorring these five stages of 
action, Bharata Muni and the other theorists introduce the five artha-prakrtis, or 
elements of the plot, called bija (germ), bindu (drop), pataka (episode), prakari 
(incident), and the karya (dénouement). 

The difference between these two concepts is obviously minimal, and it 
immediately becomes clear that the drama passes rather naturally from its budding 
stages to an endeavor for the attainment of the goal, which is sidetracked by the 
additional episodes and incidents, and then begins to turn towards greater hopes for 
success, ending in the attainment of the desired goal. 

The two concepts of karyavasthás and artha-prakrtis are connected through a third 
concept, that of sandhis or junctures. The sandhis are again five, related to each stage 
of the previous divisions: mukha-sandhi (opening juncture), pratimukha-sandhi 
(expansion of action), garbha-sandhi (development of action), vimarsa-sandhi 
(pause) and the nirvahana-sandhi (the final juncture). 

The dramatic theorists focus minutely on each of these sandhis, prescribing for 
each of them a set of additional sub-elements, called sandhyangas. Since the number 
of the sandhyangas is often more than ten for each of the five sandhis, a great 
portion of the Nataka-candrika deals with them, giving examples for each. 


10. 3. 5. The Mukha-sandhi 


The mukha-sandhi (opening juncture) combines the bija (germ of the plot) and the 
arambha (commencement of dramatic action). Within the Lalita-madhava, the 
mukha-sandhi extends through the first two acts, and the revelation of attraction for 
each other on the part of Radha and Krsna is the bija, germ of the plot. 

The mukha-sandhi has got twelve sandhyañgas enumerated and exemplified in the 
Nataka-candrika. Their names are upaksepa (suggestion), parikara (enlargement), 
parinyasa (establishment), vilobhana (allurement), yukti (resolve), präpti 
(attainment), samádhana (settling), vidhana (conflict of feelings), paribhavana 
(surprise), udbheda (disclosure), bheda (division) and karana (resumption). 

The reversion of their order is permitted by Bharata Muni and a few other 
theorists, while some adjust their sequence minutely. The Natya-darpana insists that 
at least the first three of the sandhyañgas should be used in the same succession. The 
order of the other elements is less fixed, although it is best to use samadhana 
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somewhere in the middle and udbheda and karana towards the end of the opening 
juncture. Dhanika, commenting on the Dasarüpaka, opines that upaksepa, parikara, 
parinydsa, yukti, udbheda and samadhana are indispensable, while the others are used 
according to the discretion of the author. 

In the Nataka-candrika, Rúpa Gosvami gives the following definitions and 
examples. Upaksepa (suggestion) is an intimation of the bija (the germ of the plot). 
In the Lalita-madhava, upaksepa comes right at the beginning of the first act, where 
Paurnamasi expresses the joy of her heart to her young disciple Gargi: 


vatse gärgi Srüyatäm — 
krsnapanga-tarangita-dyumanija-sambheda-veni-krte 
radhayah smita-candrikà suradhuni-püre nipiyamrtam 
antas-tosa-tusära-samplava-lava-vyalidha-tapoccaya 
krantah sapta jaganti samprati vayam sarvordhvam adhyasmahe 


Paurnamäsi: Child Gargi, listen. We drink the nectar of the overflowing celestial 
Ganges of the moonlight of Rädhä’s smile, mixing with the Yamunä of Krsna’s 
sidelong glances, full of waves. In this confluence of Their meeting, we are 
overwhelmed by the cooling inner satisfaction which licks away the burning sensation 
of chc We have crossed all the worlds and stand in a supreme position. (LM, 1. 
13) 


Next, Rüpa Gosvàmi defines the parikara (enlargement) as the phase where the 
bija (the anuräga of Radha and Krsna) becomes magnified. The example is in the 
first act, a glorification of the potency of Krsna's flute, by Gargi: 


hriyam avagrhya grhebhyah karsati radham vandya ya nipuna 
sá jayati nisrstartha vara-vamsaja-käkali düti 


May the sweet sound of Krsna’s flute, His authorized messenger, be glorified, for it 
expertly releases Srimati Radharani from Her shyness and attracts Her from Her home 


to the forest. (LM, 1. 23) 


The third sandhyanga, parinyasa (establishment), is defined as the explicit and sure 
statement of the bija, in this case the anuraga between Radha and Krsna. In the first 
act of the Lalita-madhava, Radhika, experiencing horripilation upon hearing about 
Lord Krsna, says: “O Lalita, what is this word Krsna that I have just heard? Simply by 
becoming a guest in My ears, this word makes Me mad with bliss.” 





385 Gargi is the daughter of Garga Rsi, the famous astrologer who secretly performed the nama-karana 


ceremony for Krsna and Balarama in Vraja. 
38 The numbering of the verses will follow the edition of Babulal Shukla Shastri (Varanasi, 1998), 


while the English wording is mostly inspired by the translation by Kusakratha Prabhu (unpublished 


manuscript). 
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An example of vilobhana (allurement), which is a description of the qualities of the 
nayika, is the following statement of Krsna to Radha: 


samiksya tava rädhike vadana-bimbam udbhäsuram 

trapa-bhara-parita-dhih srayitum asya tulya-Sriyam 
Sasi kila krsi-bhavan suradhuni-tarangoksitas 
tapasyati kapardinah sphuta-jatätavim asritah 


Radha, embarrassed by seeing Your splendid face, the moon has entered the forest of 
Lord Siva’s matted hair, where it repeatedly bathes in the waves of the celestial Ganga, 
and has become thin with austere fasting to become as beautiful as Your face. (LM, 1. 


55) 


The next sandhyanga, yukti (resolve), is defined as a statement of the supremacy of 
the desired goal. In the Lalita-mádhava, the example of yukti is in the words of 
Mother Yasodä conversing with Rohini and Paurnamäsi, as she discloses to them her 
appreciation of Krsna and Radha: “O noble lady, Candravali, Navamalika, Radha 
and Madhavi fulfill all my desires with the great flood of their good qualities. 
Nevertheless, one boy and one slender girl especially delight the bumblebee of my 
eyes with the honey of Their beauty.” Paurnamasi adds: “O Queen of Gokula, all the 
people of Vraja feel in this way.” 

Prapti (attainment), is the moment of being able to secure one's object of longing, 
in the case of Sri Krsna, His meeting with Radha. 


madhurima-laharibhih stambhayaty ambare ya 
smara-mada-sarasänäm särasänäm rutäni 
iyam udayati radha-kinkini-jhankrtir me 
hrdi parinamayanti vikriya-dambaräni 


Moving through the air with waves of sweetness, the tinkling sound of Radha’s ankle- 
bells silences the cooing of the sarasa birds, maddened with passion, and changes my 


heart with many transformations. (LM, 1. 51) 


The next sandhyanga, samädhana (settling), is the repetition of the bija after it has 
become obscured by the plot. An example is Radha’s tearful longing: “O Kundalata, 
how is it that even though He has become a guest in My fortunate ears, He has never 
entered the path of My unfortunate eyes?” 

An example of vidhana (conflict of feelings), which is defined as a situation which 
causes both happiness and distress, is in the second act where Krsna disguises 
Himself as the pūjārī and is employed by Jatilä in performing the worship of Sürya. 
Attracted to the boy, She experiences joy, but doubts overcome Her about His 
identity, and cursing Herself for becoming attracted to a brahmacari She wishes to 
enter fire. Then, analyzing Her feelings, She concludes that the boy must be Krsna 
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in disguise for She is never attracted to anyone else. Her fluctuations in happiness 
and distress are called vidhana. 

The sandhyañga called paribhavana (surprise) is an effect of wonder achieved 
through a statement of the glorious virtues of the heroes. In the Lalita-madhava, 
Radha says to Lalita: 


kula-vara-tanu-dharma-grava-vrndani bhindan 
sumukhi nisita-dirghapanga-tanka-cchatabhih 
yugapad ayam apúrvah kah puro visvakarma 
marakata-mani-laksair gostha-kaksam cinoti 


O beautiful-faced friend, who is this creative person standing before us? With the 
sharp chisels of His sidelong glances, He is splitting apart the hard stones of many 
women’s righteous married life. He is simultaneously constructing many meeting 
places made of countless emeralds. (LM, 1. 51) 


The sandhyañga called udbheda (disclosure) is an open revelation of the sprout of 
the theme. It appears in the second act of the Lalita-madhava, in the words of Sri 
Radha. 

calaksi guru-lokatah sphurati tavad antar-bhayam 
kula-sthitir alam ca me manasi tavad unmilati 
calan-makara-kundala-sphurita-phulla-ganda-sthalam 
na yavad aparoksatam idam upaiti vaktrambujam 


O restless-eyed friend, as long as Krsna’s lotus face with its blossoming cheeks 
decorated with the swaying earrings in the form of sharks, is not far away from My 
eyes, I am afraid of My superiors and worry about the reputation of My family. (LM, 2. 


25) 


The next sandhyanga is called bheda (division). It is used to again highlight the 
bija, or to accentuate the difference between the characters. And example is from 
the second act, where Kundalata jokingly blesses Radha that She will be able to stay 
composed at the sound of Lord Krsna's flute. In this way, the bija is again stressed, 
and Kundalata humbly acknowledges her own inferior position. 

The last sandhyanga of the mukha-sandhi, called karana (resumption), is the 
engagement of the characters in activities which are their final goal. In the second 
act of the Lalita-mädhava, Kundalatà urges Radha to not be shy in entering the 
grove, and blesses Her that in the morning the sakhis will sing of Her glories. 
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10.3. 4. The Pratimukha-sandhi 


The pratimukha-sandhi (expansion of action) binds together the bindu (drop) and 
the yatna (endeavor). It is spread through the third and the fourth act of the Lalita- 
mädhava. Its sandhyangas are fourteen, called viläsa (craving), parisarpa (pursuit), 
vidhúta (disinterest), sama (pacification), narma (joke), narmadyuti (amusement), 
pragamana (response), virodha (impediment), paryupasana (apology), puspa 
(gallantry), vajra (bolt), upanyasa (intimation or propitiation), and varna-samhara 
(congregation). 

Some theorists accept another sandhyariga, called täpana (torment), but the group 
of theorists with whom Ripa Gosvami agrees (Dhanañjaya, Simha Bhüpäla, 
Saradatanaya) opine that it is not necessary, especially since it comes right after the 
element vidhúta (disinterest), which is itself an obstacle to the smooth development 
of action. They therefore prescribe sama (pacification) and not tápana (torment) as 
the element coming after vidhüta. 

In the Nataka-candrika, Rüpa Gosvämi defines vilasa as the activities leading to 
meeting. An example of it is within the garbhanka, the little play within the fourth 
act, where Krsna says: 


aksnor bandhum hari-haya-harin-nägari räga-riktam 
rägenäviskuru guru-rucam bhdnaviyam navinàm 
cakrabhikhyah kim api virahad akulah kaku-laksam 
kurvan mukhyas tvayi sa vayasám arthi-bhavam tanoti 


I pray to you who are Her leading companion, begging with thousands of plaintive 
words, please lovingly bring before Me the friend of My eyes, the heroine golden like 
the sun, slightly reddish, splendorous youthful daughter of king Vrsabhanu. This 
cakravaka bird is distressed in separation from Her. (LM, 4. 22) 


The next sandhyanga, called parisarpa (pursuit), is used to again foster 
remembrance of the bija, which has become slightly overshadowed. In the fourth act 
of the Lalita-mädhava, we see Lord Krsna lamenting at the death of Radhika, being 


tormented by the difficult hope of meeting Her again. 


nire manksu mimanksum Grta-mukharam uddisya canda-dyuter 
dirán mandalatah krpaturataya yat prädurasit tada 
ha dhig vag-amrtena tena janitas tasyah punah sangama- 
pratyasankura uccakair mama sakhe svantam hathad vidhyati 


Friend, I am now tortured by hope. When suffering Mukhara was about to drown 


herself, a voice from the distant, effulgent Sun planet mercifully told her [that Radha 
is there]. Alas! The nectar of that message has now sprouted a single grass-blade of 
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ae that I may indeed see Her again. This hope now pierces My heart violently. (LM, 


The next element of the pratimukha-sandhi, vidhüta (disinterest), is either a 
distress at not being able to attain one’s objective, or an instance of ignoring a 
humble supplication. The illustration is from the third act of the Lalita-madhava, 
where Radha laments that She did not forgive Sti Krsna and accept Him back, while 
it is now suddenly too late as He is leaving Vrndavana. 

The sandhyanga called sama (pacification) occurs when sufferings or disturbances 
subside. An example is within the garbhañka in the fourth act, after Radha is taken 
away by Jatila. Vrnda pacifies Krsna that she will employ her parrots in pursuing His 
cause. 

Rüpa Gosvami mentions that some theorists speak of tapana (torment) as another 
sandhyanga of the pratimukha-sandhi, which is defined as suffering when no solution 
seems to be at hand. An example is in the third act: 


Vrndà: Alas! Alas! Look! Look! Visakha and the other gopi friends of Radharani 
cannot bear to either tell Her or not tell Her the news of Krsna's imminent departure 
for Mathura. They are all completely stunned. They stand together, ear to ear, as if 
they have lost all sense. (LM, 3. 12) 


A narma (joke) is of course a humorous statement. An example is in the fourth act, 
within the little play, where Jatilá intrudes into the scene, sarcastically asking Krsna: 
“O rascal snake biting the girls of Gokula, whom do you plan to bite today?" And 
Krsna angrily answers: "You, o fat-lipped witch of Gokula!" 

A similar element, called narmadyuti (amusement) is an expanded form of fun 
caused by humorous statements. An example is Lalita teasing Radha, curious of the 
intimate affairs of the Divine couple. 

The next sandhyanga is called pragamana (response). A traditional explanation of 
this element is that it is a series of smart replies, called an uttarottara-vakya. The 
illustration is from the third act of the Lalita-madhava, in a frenzied conversation of 
Radha and Lalita, as they see Krsna leaving Vrndavana. 


Radha: Now that I see the prince of Vraja, Krsna, standing on the chariot with His 
brother, My body trembles. Why does the earth move here and there, and why are the 


kadamba trees dancing? 


Lalita: Krsna is simply traveling around Govardhana Hill. O friend Radha, please do 
not lament. 
hat will you cleverly hide from Me? 


Radha: Now I know everything. My friend, w 
Wretched girl, stop! 1 will not be unhappy when Krsna is gone. Why does this 


shameless breathing move again and again in My throat? 
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The sandhyañga called virodha (impediment) is used in situations where the heroes 
as momentarily covered with the appearance of obstacles. An example of such 
impediment is from the third act of the Lalita-madhava, where Radha laments: “My 
friends the gopis may be convinced that Krsna's heart is flooded with waves of 
compassion for this downtrodden person. Still, My cruel enemy, the pain of being 
separated from Him, is intent on cutting My heart to pieces. That enemy does not 
allow me to celebrate the festival of My good fortune." (LM, 3. 27) 

The sandhyañga called paryupasana (apology) is an attempt to pacify an angry 
person with humble supplications. An example given is from the fourth act, from the 
garbhañka, where Lalità tries to pacify the angry Jatila. 

The next element of the pratimukha-sandhi is called puspa (gallantry). It consists 
of two successive statements of appreciation (usually of the hero by the heroine), 
where one of them is the actual description, and the other an apparition or an 
imagined glimpse of him. In the third act, Radha is stunned to see the dark- 
complexioned Krsna, beautified with a peacock feather, being embraced by fair- 
bodied gopis. Looking again, She realizes She was deceived, and that She only saw a 
rainbow, lightning and a raincloud resting simultaneously on Govardhana Hill. (LM, 
3. 40) 

Vajra (bolt) is a direct cruel statement. Its example is from the fourth act, from the 
garbhañka, where Jatilá attacks her own son from behind, screaming, “O you rascal 
who disturb the young girls of Gokula! You think that Jatila will accept You as her 
son as well?!" 

The next sandhyanga is called upanyasa (intimation or propitiation), where 
through many connivances, a certain outsider is pacified or stopped from harming 
the heroes. An example is from the third act, where Lalitá successfully prevents 
Mukharä from intruding and disturbing Radhika while She experiences the 
excruciating pain of separation from Krsna. Rüpa Gosvàmi mentions that upanyása 
can also be explained as making someone happy, the example of which is the end of 
the fourth act, where, at the conclusion of the garbhanka, Jatilà happily allows 
Radha to stay in the forest with Her husband, who is actually Krsna disguised as 
Abhimanyu. 

The last of the sandhyangas of the pratimukha-sandhi is called varna-samhara 
(congregation of all varnas). The varnas here mean the four divisions of society, and 
an example of such a gathering is the description of the wrestling arena by Uddhava, 


at the beginning of the fourt act. This concludes our treatment of the pratimukha- 


sandhi, and we move to the next. 
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10. 3. 5. The Garbha-sandhi 


The garbha-sandhi (development of action) combines the patäkä (episode) and the 
ger ese (prospect of success), and consists of twelve sandhyangas, called 
abhütäharana (mis-statement), marga (indication), rüpa (reflection), udaharana 
(exaggeration), krama (progress), sangraha (propitiation), anumdna (inference), 
totaka (quarrel), adhibala (outwitting), udvega (dismay), sambhrama (terror) and 
äksepa (revelation). The garbha-sandhi spreads over the fifth and sixth acts of the 
Lalita-mädhava, where the plot begins to unravel towards the final happy end, 
through the discovery of Candravali as Rukmini and the meeting with Lalita 
(Jambavati), although the final aim is occasionally covered with the subsidiary 
episodes. 

Ripa Gosvami defines abhütäharana (mis-statement) as a statement full of 
deception, or a revelation of a stratagem to obtain the final goal. The example is 
from the fifth act where we hear of Rukmi propitiating goddess Candrabhaga to bless 
his sister Rukmini’s marriage with Sisupala. The goddess answered his prayers, 
seemingly fulfilling his desire, while in fact alluding to the fact that Rukmini will be 
married to Sri Krsna. 

The second sandhyanga, called marga (indication), is exemplified in Krsna’s answer 
to Rukmini's letter where he reveals the state of His heart, admitting that He is only 
attracted to the birds of Vrndavana. 

The next element, know as rüpa (reflection) is a statement of astonished 
reasoning. An example of it is Krsna’s response to the sound of Candravali’s ankle 
bells, which sound familiar to Him and melt His heart. 

The sandhyañga called udaharana (exaggeration) is an elated statement of 
glorification. Its example within the Lalita-madhava is the eloquent praise of 
Candravali’s beauty by Garuda, which, however, fails to enchant Lord Krsna. 

The next sandhyanga, krama (progress), is the move from mere feelings to their 
outer expression. An example in the sixth act is the statement of Nava-vrnda, as she 
observes how Radha becomes overwhelmed at the sight of Lord Krsna’s yellow dress: 
«As Radha gazes for a long time at Lord Krsna's splendid golden garment, She 
anxiously struggles to conceal the ecstatic love awakening in Her heart.” (LM, 6. 25) 

The element called sangraha (propitiation) is either a verbal supplication or a 
bestowal of gifts in order to please someone. The example is at the end of the fifth 
act, as Rukmini is about to be married to Krsna. Her father Bhismaka expresses his 
joy, saying, “Jambavan has really done me a great favor by bringing my daughter back 
from a distant place. Now You, the Supreme Lord, whose lotus feet the great sages 
put into their hearts, will accept the hand of my daughter in marriage.” Such kind 
words, along with the kanya-dana, are known as the sangraha. 

The sandhyañga called anumana (inference) is used when the characters guess the 
inner feelings of each other and infer the whole truth from mere signs. In the sixth 
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act R ini, j i 
x ukmini, just by observing Satyabhama, is able to guess that the lady seems to be 
in love wi*h Lord Krsna and separated from Him. 


sädharmyam madhu-ripu-viprayoga-bhajam 
tanv-angi muhur iyam angakais tanoti 
prakrtyah priya-sakhi mädhurim kim etám 
dainye ‘pi prathayitum ártayah ksamante 


O dear friend, this slender girl show signs of conditions similar to those who are 
affected with separation from Lord Krsna. How do even Her sufferings increase the 
natural sweet beauty of this aggrieved girl? (LM, 6. 23) 


The next sandhyanga is called totaka (quarrel). It is an angry, upset statement, 
exemplified in the words of Narada to king Satrajit, who refuses to part with the 
syamantaka jewel. “A lion will kill your brother Prasena and take away the jewel. 
Jambavan, the king of bears, will then defeat the powerful lion. Eventually, the 
supremely independent Krsna will take your valuable jewel. O Satrajit, you are 
sinful. You will drown in an ocean of suffering.” (LM, 6. 16) 

The sandhyanga named adhibala (outwitting) is achieving one’s objective through 
trickery. An example of it is in the fifth act, where Krsna, dressed as a dancer, enters 
Kundina city, happily observing that the gopa-vesa of His youth has served Him well. 

The next element, called udvega (dismay) is a profound positive disturbance of the 
mind, illustrated in the fifth act where Candravali recognizes her Lord and master 
embracing her. 

The sandhyanga called sambhrama (terror) is seen when the characters are affected 
with fear due to the presence of enemies, fierce animals and so on. An example of 
such terror is seen at the end of the fifth act, immediately after the kidnapping of 


Rukmini. The deceived Sisupala shouts: 


saptis sapti ratha iha rathah kuñjarah kuñjaro me 

tünas tino dhanur uta dhanur bhoh krpani krpant 
ka bhih ka bhir ayam ayam aham ha tvaradhvam tvaradhvam 

rājñah putri bata hrta-hrea kamina ballavena 
Horses! Horses! Chariots! Here, chariots! My elephant, elephant! My quiver! My 
quiver! The bow, the bow! Oh! The sword! The sword! What a calamity! A calamity! 
This, this, I, alas! Hurry, hurry! The princess was kid... kidnapped by that greedy 


cowherd! (LM, 5. 40) 


The last element of the garbha-sandhi is called aksepa (revelation). It is a renewed 
blossoming of the bija which had been covered for a while. An example of aksepa is 
tement of Lord Krsna towards the end of the sixth act, where He admits to 


in the sta 
“As I was busy pleasing My friends, the fire of separation from 


Madhumangala: 
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ie remained subdued and peaceful, but now that I see Lalita’s intense love for 
er, that fire has suddenly become a great conflagration.” (LM, 6. 43) 


10. 3.6. The Vimarsa-sandhi 


The vimarsa-sandhi (pause) connects the prakari (incident) and the niyatapti 
(certainty of success), and has got sixteen sandhyangas, known as avavada (censure), 
sampheta (rebuke), vidrava (tumult), drava (contempt), Sakti (placating), dyuti 
(excitement), prasanga (reference), chalana (disrespect), vyavasäya (assertion), 
virodhana (opposition), prarocana (precursion), vivalana (praise), adána (summary), 
kheda (dejection), pratisedha (prevention) and chadana (forbearance). The vimarsa- 
sandhi spreads through the seventh and eighth act of the Lalita-madhava. 

The sandhyañga called avavada (censure) is a verbal expression of frustration due 
to a fault or a certain evil. In the seventh act of the Lalita-madhava, Nava-vrndä tells 
Radha that she heard Her speaking in Her dreams, lamenting about the departure of 
the Lord to Mathura. Radha anwers: “After a long struggle, Lord Krsna again 
entered the courtyard of My eyes on the pretext of a dream. How did the cruel 
Akrúra come there so quickly on his chariot?” (LM, 7. 22) 

An example of sampheta (rebuke) is in the angry words of Sri Radha, as She resists 
the allurements of the ladies in Dvaraka who tell Her of the astonishing king of their 
city. 

§Gstu dvaravati-patis tri-jagatim saundarya-paryacitah 
kin nas tena viramyatam katham asau Sokagnir ujjvalyate 
yusmabhih sphuta-yukti-koti-garima-vyaharinibhir balad 
äkrastum vraja-raja-nandana-padambhojan na Sakya vayam 


Let your king of Dvaraka rule the three worlds, and He may also be extremely 
handsome. What is He to us? Please stop. Why do you deliberately ignite the fire of My 
sorrow? Even with the strength of millions of clever arguments you will never be able 
to forcibly pull us away from the lotus feet of the prince of Vraja. (LM, 7. 2) 


The next sandhyañga, called vidrava (tumult) is a reference to a commotion of 
fighting, seizing, and similar situations. An example is the Lord’s description of His 
fetching the sura-saugandhika lotuses from the Khandava forest, where He saw two 
birds being taken away by two eagles. The birds were lamenting that they will not be 
able to take part in the sacrifices meant to please Radha. This revelation leads Krsna 
on to the lake in the forest where He meets Visakha. 

The element of drava (contempt) is found in statements of disrespect for superiors. 
In the Lalita-madhava, this category of speech is exemplified in the statements of the 


eee 


387 The alternative reading is Sapagni, i. €. “why do you ignite the fire of My curse upon you’. 
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servants of Rukmini, who express their love for their Queen through minimizing the 
glory of Satyabhama. 

The sandhyanga called sakti (placating) is the pacification of a calamity or adverse 
circumstances. In the eighth act, Vrnda helps Krsna understand that He is speaking 
to Rukmini who has dressed herself as Radha, and so saves Him from exclamations of 
love for Radha in the wrong situation. 

The next element, called dyuti (excitement) is a chastisement directed towards the 
source of a disturbance. In the Lalita-madhava, Radha playfully chides a bumblebee 
for disturbing Her. 

The element prasanga (reference) is a statement of the final aim, somewhat 
pacified. An example of prasañga is Krsna's statement at the beginning of the eighth 
act, where He laments His painful separation from Radha, and ends with an 
exclamation: “One day, will My Radha unexpectedly come here and surprise Me 
with an embrace?” (LM, 8. 3) 

An example of chalana (disrespect) are the angry words of Krsna towards Madhavi 
when He sees her spoiling the mind of queen Rukmini with baseless doubts. 

The next sandhyanga, called vyavasáya (assertion) is a statement of one's 
qualification or ability. Radha, lamenting about Her fate, says: “O friend, without 
the auspicious sight of Lord Krsna, I have no love for this unfortunate, wretched life. 
Without Him I will no longer continue to remain alive. If these cruel chains of hope 
did not bind Me, I would have given up billions of such lives.” (LM, 7. 13) 

Virodhana (opposition) is an exchange of hostile speech between two opposing 
parties. An example of such speech is at the end of the eighth act, where Rukmini 
jealously attacks Satyabhama, and Satyabháma tries to pacify the Queen by begging 
her to be merciful to her dependents. 

The next element is called prarocaná (precursion). It gives an indirect prediction 
about the fulfillment of desires. In the seventh act of the Lalita-madhava, Nava- 
vrnda pacifies the despondent Radha, through an allusion to khafijana birds sporting 


in pairs on the banks of the lakes: 


alam vilapaih samaya-kramasya duritha-riipa gatayo bhavanti 
saran-mukhe pasya saras-tatısu khelanty akasmat khalu khañjaritah 


Enough of lamentation! The movements of time are very dificult to understand. Look! 
Now that autumn has come, the khañjana birds suddenly started playing on the banks 


of the lakes.” (LM, 7. 5) 


The element called vivalana (praise) is a statement of self-glorification. In the 
eighth act, Lord Krsna sees His own reflection on a jeweled wall, and is attracted to 
it. Surprised, He realizes He is looking at Himself. 


aparikalita-pürvah kas camatkara-kari 
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sphurati mama gariyan esa mädhurya-pürah 
ayam aham api hanta preksya yam labdha-cetah 
sarabhasam upabhoktum kamaye rādhikeva 


Who manifests an abundance of sweetness greater than Mine, which has never been 
experienced before, and which causes wonder to all? Alas, 1 Myself, My mind 
bewildered upon seeing this beauty, impetuously desire to enjoy it like Radhika. (LM, 


8. 34) 


The element ädana (summary) is an early statement of the final goal, exemplified 
in the words of Nava-vrnda, witnessing the meeting of Radha and Krsna in the eigth 
act. “Ah! Ah! Her eyes filled with tears, She is not able to see the lotus-eyed Lord 
Krsna. The vines of Her arms completely stunned, She has no power to embrace 
Him. Her voice choked-up, She cannot speak. Although doe-eyed Radha has finally 
met Her beloved Krsna after a very long time, these obstacles still remain to separate 
Her from Him.” (LM, 8. 11) 

The sandhyanga called kheda (dejection) is an exhaustion of the mind and the 
body. An example of such despondency is the speech of Radha at the beginning of 
the seventh act, “The directions of the sky which are decorated with the smell of 
Lord Krsna are now far away from Me. In this depression, a moment has become like 
a millennium. The wicked burning ghee of hope has set My life on fire. What should 
I do, alas, who could help Me?” (LM, 7. 1) 

An example of pratisedha (prevention), which is a situation where the attainment 
of the desired objective is thwarted by outer circumstances, is Radha’s grief at the 
arrival of the Queen, who interrupts Her meeting with Lord Krsna. 

The last sandhyanga of the vimarsa-sandhi is called chadana (forbearance). It refers 
to tolerating insults and difficulties that surface along with the effort to attain the 
final goal. An example of such forbearance are the words of Nava-vrnda, 
encouraging Radha to understand Her present difficulty as a way to advance to the 
goal: “Friend Satyabhama, do not lament. Look! Look! This madhavi vine first falls at 
the feet of this badari bush and then, resting on that bush climbs to embrace her 
lover, the mango tree. A chaste woman whose heart is determined to meet the Lord 
of her life will not find it painful to be dependent on someone else in the course of 


attaining her goal.” (LM, 7. 3) 
10. 3. 7. The Nirvahana-sandhi 


The nirvahana-sandhi (the final juncture) wraps up the dramatic action and 
combines the phalagama (consummation) with the karya (dénouement), in the case 
of the Lalita-madhava, the meeting of all the lost gopis and their marriage with Sri 
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Krsna. Spreading through the last two acts of the Lalita-madhava, the nirvahana- 
sandhi consists of fourteen sandhyangas, known as sandhi (junction), vibodha 
(vigilance), granthana (hint), nirnaya (narration), paribhásana (conversation), 
pr asada (graciousness), änanda (bliss), samaya (deliverance), krti (consolation), 
bhüsana (satisfaction), upagühana (surprise), purvabhava (anticipation), upasamhara 
(termination) and prasasti (benediction). The dramatic theorists agree that 
practically all of these elements are necessary in the nirvahana-sandhi for a 
successful conclusion of the drama, but their sequence can be adjusted. 

The first of the sandhyangas, called sandhi (junction), is the first dawn of the 
happy conclusion. In the ninth act, the meeting of Radha and Madhava is an 
example of such a junction. 

The element called virodha or marga (vigilance) is a description of approaching the 
goal. In the ninth act, we hear from Nava-vrnda: “Learning that Queen Rukmini 
was for a moment unattended by her servants, Lord Krsna approached her, pleased 
her with many charming pastimes, and when a smile blossomed on her charming 
face, asked, ‘Lord Brahma has invited Me to visit Satyaloka. My Queen, I wish to go 
there. Please give Me your permission.” (LM, 9. 7-8) 

The next sandhyañga, grathana (hint), is the beginning stage of the final success. 
An example of grathana is Radhika’s speech in the ninth act: 


añjali-matram salilam Sapharya abhilasantya 
upari svayam nava-jala-do dhära-varsi samullasati 


This little fish was only desiring a handful of water, but from above, a new raincloud 


now showers streams upon her. (LM, 9. 19) 


Nirnaya (narration) is a description of one's past experience. Examples of such 
narrations abound in the ninth act, during the citra-daríana, watching the pictures 


of Their past lilas. 
An element paribhasana (conversation) is a dialogue or an argument, visible in the 


ninth act between Madhumangala and Sukanthi. 
Madhumangala: Why have you come, lady? 
Sukanthi: To hear sweet answers to questions such as this one. 
Madhumangala: Have you heard the answer? 
Sukanthi: Not only that. 
Madhumangala: Then what more? 


Sukanthi: Whatever I have seen, I will tell the Queen. 
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The sandhyañga called prasdda (graciousness) is the satisfaction of the hero, 
brought about by his success. In the ninth act, Krsna congratulates Sukanthi and 
adds that it is very difficult for Him to properly repay her for her service of bringing 
Him to meet Radha. 

A similar situation is called dnanda (bliss), which is defined as the joy of the 
attainment of the desired goal. In the tenth act, Yasodä’s meeting with her son is an 
example of mutual änanda. 

The next element, called samaya (deliverance), and defined by Rupa Gosvami as 
the destruction of sorrow, is exemplified in the tenth act, when Satyabhama — 
Radha recognizes Lalita, Paurnamasi and Mukhara, and falls to the ground 
overwhelmed by joy. 

The sandhyañga called krti (consolation) is firm faith, appearing towards the end 
of the drama, that the goal will eventually be accomplished. Its example is in the 
tenth act when Rukmini offers the hand of her sister Radha in marriage to Krsna. 

The next element of the last sandhi is called bhdsana (satisfaction). It is a positive 
pride arising from the fulfillment of desires. In the tenth act of the Lalita-madhava, 
Nanda Maharaja amply blesses the two girls, Radha and Candravali. 

Upagühana (surprise) is the attainment of something wonderful. In the tenth act, 
the final recognition of the two sisters is an example of it. 

The sandhyañga called pürvabhäva (anticipation) is the bud of the final 
dénouement, exemplified in the tenth act, as Paurnamasi announces the marriage of 
Krsna and Satyabhämä, and subsequently all other gopis. 

The final element of the play, called upasamhara (termination) is the final 
conclusion of all activity and the attainment of all desired objectives. At the end of 
the tenth act, Krsna asks Radha: “Dear Radha, dearer to Me than life, please order 
Me, what else can I do to please You?” Radha answers: 


sakhyas tà milita nisarga-madhura-premäbhirämi-krta 
yamiyam samagamsta samstavavati Svasrus ca gosthesvari 
vrndaranya-nikunja-dhamni bhavatà sańgo “by ayam rangavan 
samvrttah kim atah param priyataram kartavyam aträsti me 


In this abode of the groves of Vrndävana, I have found My sweet, loving, charming 
gopi friends, and I have found My sister Candravali, accompanied with her friends. I 
have attained the Queen of Gokula as My mother-in-law and I have been blessed with 
Your blissful company. What more and what dearer to me could I still hope to attain? 


(LM, 10. 36) 


The final conclusion of the play is the prasasti (benediction), in the Lalita- 
madhava spoken by $rimati Radha, praying that the devotees, whose love for the 
Lord of Vraja made them live in Vraja for a long time, be blessed with friendship to 
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Him, and attain His association. She also prays that the Lord of Her life would 
always perform transcendental loving pastimes in Vraja with the gopis who are full of 
love for Him. 

Rúpa Gosvami continues the Nataka-candrika with the descriptions of the nataka- 
bhüsanas and sandhyantaras, additional elements and qualities of the drama. Let the 
above suffice for an overview. 


10. 4. The Yoga of Sorrow 


Let us now enter the discussion on the experience of sorrow, either in a drama or 
in one's own relation to the Lord. As soon as one defines the experience of rasa as an 
example of otherworldly bliss, happiness or joy, the question comes up about the 
apparently sorrowful rasas, like the experience of vipralambha within $rngära, or the 
karuna-rasa in its entirety. Is the original character, who experiences suffering, at 
the same time joyful? Is the actor joyful by internalizing and relishing karuna-rasa? Is 
the audience happy to experience karuna-rasa? And especially in relation to the 
devotional drama, do the readers or spectators enjoy or suffer when they experience 
the pangs of separation, brought about by the presentation of the suffering of the 
Vraja-väsis? 

This question has been bothering classical rasa theorists for ages. Visvanätha 
Kaviräja was vocal about the extraordinary experience of rasa, and many seem to 
agree with his common sense. In the third pariccheda of the Sähitya-darpana, 
immediately after the statements about the nature of rasa as ‘lokottara-camatkära’ 
and so on, he turns to the experience of rasas such as sorrow, disgust and fear, and 
answers the doubts of those who deny the experience of joy in them: 


karunadav api rase jäyate yat param sukham 
sacetasam anubhavah pramanam tatra kevalam 
kim ca tesu yada duhkham na ko “pi syad tad-unmukhah 
tatha ramayanadinam bhavita duhkha-hetutà 
hetutvam Soka-harsader gatebhyo loka-sam$rayat 
Soka-harsadayo loke jayantam nama laukikah 
alaukika-vibhavatvam präptebhyah kävya-samsrayat 
sukham samjayate tebhyah sarvebhyo ‘piti ka ksatih 
" 


Supreme joy manifests even in rasas like karuna, bibhatsa and bhayanaka, and the sole 


proof for this truth is the experience of sensitive connoisseurs. 

Even if we agree that there is sorrow in these rasas, we see that no one turns away 
from tasting them [which is natural in real life]. If these rasas are understood as of a 
sorrowful nature, then Ramayana and other works where karuna predominates would 


be sources of sorrow. 
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Experiences in the world such as joy and sorrow are mundane and based in the world, 
but these same experiences, when they are represented in kdvya, attain an 
otherworldly nature and they all produce joy. What is the harm in accepting this logic? 
(Sahitya-darpana, 3. 4-8) 


Ripa Gosvami also accepts the otherworldly nature of rasa, but due to the special 
nature of bhagavad-bhakti-rasa, his answer to this challenge takes a slightly different 
turn: 

krsnänvayad gunätita- praudhananda-maya api 
bhänty ami trigunotpanna- sukha-duhkha-maya iva 


Since all the bhakti-rasas are associated with Sri Krsna, they completely transcend the 
three ordinary qualities of existence (gunas) and consist of abundant joy (ananda). 
Nevertheless, they appear as if they consist of the happiness and sorrow that is 
produced from the three ordinary qualities of existence. (BRS, 2. 5. 75) 


Jiva Gosvámi elaborates in the commentary to this verse that since the Lord 
Himself consists of joy and transcends the three ordinary qualities of existence (as 
stated in Bhäg. 11. 25. 24), so do all emotions associated with Him. How then can 
sorrowful emotions, such as grief, be associated with Krsna? Jiva Gosvami answers by 
explaining that joy underlies all the devotional sentiments, but to enhance the joy of 
reunion, the devotees must experience the deep sorrow in separation from Him. 
Even though these emotions are experienced as sorrowful, actually, as ingredients of 
the drama of love they are really forms of joy. This argument is amply supported by 
the development of the plot in the Lalita-mádhava, with its supremely pacifying 
happy end. Rüpa Gosvami specifies: 


brayah sukha-mayah Sita | usna duhkha-maya iha 
citreyam paramánanda- sändräpy usnä ratir mata 
sitair bhävair balisthais tu — pustà Sitayate hy asau 
usnais tu ratir aty usnä täpayantiva bhäsate 
vipralambhe tato duhkha- bharabhasa-krd ucyate 


Happy emotions are generally cool and the sad emotions are generally hot. What is 
amazing here is that even though love is a concentration of the highest joy 


(paramänanda), it can still appear to be hot. 

When nourished by powerful cool emotions it becomes cooling, but when nourished by 
hot emotions it appears very hot, as if it were heating. Therefore, in separation it is 
called the semblance of the burden of sorrow (duhkha-bharabhasa). (BRS. 2.5.78) 


Rüpa Gosvami concludes the daksina-vibhaga with a consideration on the nature 
of joy experienced in rasa, even if the rasa is apparently sorrowful. 


akhanda-sukha-rüpatve ‘py esam asti kvacit kvacit 
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rasesu gahanásvada-  visesah ko ‘py anuttamah 
pratiyamäna apy ajnair grämyaih sapadi duhkhavat 
karunadya rasäh prajñaih praudhananda-mayá matah 
alaukika-vibhávatvam  nitebhyo rati-lilaya 
saduktya ca sukham tebhyah syät suvyaktam iti sthitih 
tathä ca natyadau — 
karunadav api rase jäyate yat param sukham 
sacetasám anubhavah pramänam tatra kevalam** 


Even though all the rasas are of a nature that is entirely pleasurable, from time to time 
there is an inexplicable kind of special experience in the rasas. Even though such rasas 
as compassion strike the ignorant and uneducated as sorrowful, the cultured know 
them truly to consist of abundant joy (änanda). It is well established that happiness 
can clearly result from such rasas as compassion when by the play of love and by the 
instruction of the wise the extraordinary (i.e. Krsna) becomes the excitant. Like it is 
said in the dramatic literature: That even a rasa like compassion can produce supreme 
happiness needs no other proof than the fact that the intelligent experience it as such. 


(BRS, 2. 5. 122-125) 


Just as Srila Ripa Gosvami is traditionally honored as the establisher of the path, 
or rather the pointer to the perfectional states of bhakti, so Srila Raghunatha Dasa 
Gosvämi is revered as the ideal example of showing the attainment of these 
perfectional states. This philosophical relation between the two oustanding 
Gosvamis is enhanced by their mutual appreciation and deep friendship, often 
surfacing in the works of both of them. For example, Ripa Gosvami concludes each 
of the four vibhagas of the Bhakti-rasämrta-sindhu with a similar prayer. The quote 
below is from the end of the daksina-vibhaga. 


gopala-rupa-Sobhám dadhad raghunatha-bhava-vistari 
tusyatu sandtanatma daksina-vibhage sudhambhu-nidheh 


May the eternal Lord who manifested the beautiful form of Gopala and who expanded 
the bhavas of Raghunatha [Rama], be pleased with the southern section of the ocean 


of nectar. 
Or, May Srila Sanatana Gosvami, who nourishes the glory of Gopala Bhatta Gosvami 


and Ripa Gosvami, and who distributes the prema of Raghunatha Dasa Gosvami, be 
pleased with the southern section of the ocean of nectar. (BRS, 2. 5. 134) 


dear and humble companion of Rupa and 


Raghunatha Dasa Gosvami, the ; 
À y mentions his friendship and indebtedness to 


Sanātana Gosvamis, often reverentiall 


them in his works. i 
vairagya-yug-bhakti-rasam prayatnair 


Oe e A 


ahi i ll. 
388 This is a quotation from the Sahitya-darpana, 3. 4, mentioned above as we 
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apäyayan mam anabhipsum andham 
krpambudhir yah para-duhkha-duhkhi 
sanátanas tam prabhum asrayami 


I was blind and unwilling to drink the nectar of devotional service characterized by 
renunciation, but Sanatana Gosvami, out of his causeless mercy made me drink it. 
Therefore he is an ocean of mercy. I take shelter of him, who is very compassionate to 
fallen souls like me. (Vilapa-kusumanijali, verse 6) 


The famous introductory verse of the same collection of verses gives us a picture of 
Sri Rúpa Mañjari and the success of her spiritual engagament in Goloka. 


tvam rúpa-mañjari sakhi prathità pure ‘smin 
pumsah parasya vadanam na hi pa$yasiti 
bimbadhare ksatam anagata-bhartrkaya 

yat te vyadhäyi kim u tac chuka-pungavena 


O friend Rúpa-mañjari, you are famous in this town for never even looking at the face 
of another man. Your husband is not here, and yet there is a mark on the bimba fruits 
of your lips as if someone has bitten them. Did a great parrot (Suka-purigava) bite 
them? (Vilapa-kusumañjali, verse 1) 


Srila Raghunatha Dasa Gosvami’s mellifluous poetry is known for its passionate 
devotion, and the transcendent restlessness of his pure mind at the prospect of 
attaining his cherished desires. The following verse summarizes his agony: 


asa-bharair amrta-sindhu-mayaih katharicit 
kalo mayati-gamitah kila sampratam hi 
tvam cet krpām mayi vidhayasi naiva kim me 
pránair vrajena ca varoru bakarinápi 


O Radha, my time has somehow passed in firm hopes, full of oceans of nectar. If You 
do not give me Your mercy, then of what use are to me this life, che land of Vraja, and 
even Sri Krsna Himself? (Vilapa-kusumanjali, verse 102) 


Tradition informs us that Ripa Gosvami gave the Lalita-madhava-nátaka to his 
friend Raghunätha as a gift, but his enraptured response to the book was so intense 
that Rúpa Gosvami swiftly wrote another work to pacify him. The deep sorrow, 
prompted by descriptions of vipralambha, which Raghunatha Dasa Gosvami 
experienced day and night, made Ripa Gosvami decide to write a happier work, his 
famous bhanika, the Dana-keli-kaumudi, a merry comedy of ye exchanged between 
Sri Krsna and the gopis at the serious toll station of king Cupid at Govardhana Hill. 
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Madhumangala: Lalita, it is not right for us to take a toll from you today. Your delicate 
waists must be about to break by carrying from early morning this heavy burden of 
butter. Now you have come to this toll-station. Therefore you may now go with 
pleasure after giving a small token payment just to spare us from being accused of 
being negligent in our work. 


Visäkhä: Ha! Never before have I seen a toll-station by Govardhana Hill. 


- Krsna: Vigakha, you speak the truth. How can persons like you see this toll-station? 
Even as you look at it you claim that you cannot see it. 


Lalita: (aside) Friends, first we should try to pacify them. 

All the girls: What you say is right. 

Lalita: O bliss of Gokula, it is not right for a glorious person like You, a person who is 
the crown of all good people, to be hostile to persons like us, persons pure and saintly 
by nature, persons who live in the same town with You. Therefore please let us go at 
once. 

Krsna: (sympathetic) O delicate girl, 1 am shackled by the order of the forest king, 
whose orders may not be disobeyed. By his order I do this cruel work of collecting tolls. 
I am not independent. What can I do? 

Visakha: Are You ordered by Kamsa? 

Krsna: No. No. 


Visakha: By whom, then? 


Krsna: By the person whose sidelong glance makes Karnsa and a host of others tremble, 
by He who bears the name ‘Kamadeva’. 


Lalità: Ha! I never heard of any king that bears the name ‘Kamadeva’. 

Madhumangala: (loudly laughing) Ha! Ha! Wonderful! Wonderful! They never heard 
of the mighty Kamadeva, whose hillside capital city bears the name The Blossom of 
Delight’, whose council of ministers includes Madhumangala, Subala, Vijaya, and a 
host of others, and whose pastime place is a host of glorious gardens! 


Krsna: What more need be said? The deer, bees, and cuckoos are all his messengers. 


Campakalata: (laughing uproariously) Lalita, don’t be angry with the prince of Vraja, 
even if He will not excuse this toll, for the spies of the king of thieves walk 


everywhere. 
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Krsna: Lalita, you know what is right. Put down your pots, and We will settle this toll. 


Vigakha: Fascinating boy, to stay at a toll station for even a single sesame seed's worth 
of time is a great suffering for saintly girls born in good families. 


Citra: (politely) O bliss of Gokula, please hear the truth. If a toll of even a single coin is 
paid for it, butter meant for a yajña at once becomes impure. This we have heard in 
the Vedas. Otherwise we would not mind paying five copper coins. 


Lalita: Friend Radha, This heavy burden must trouble You. Set down Your pot for half 
an hour. 


(all the girls set down their pots) 


Krsna: Friend Subala, Lalita and her friends are the first guests today at our toll- 
station. Therefore it is right to honor them with five gifts of betel nuts. 


Subala: (opening a jewelled box) Lalita, please take five betels. (He places the box before 
her) 


Visakhä: Subala, of what use are betels to us? We have already said that we are 
following a vow. 


Lalita: Subala, why do you stare at my face? Visakha does not trust you. She angrily 
said to me: ‘These toll collectors use drugs to make their victims fall asleep. I heard 
they are infamous for that.’ What is the use of these betel leaves? 


Madhumangala: Of what use are these betel leaves to your bimba-fruit lips! Blessed be 
you. You have saved us five betel leaves. (Dana-keli-kaumudi)*? 


Raghunatha Dasa Gosvamis ideal response to the Lalita-mädhava and the 
expressions of vipralambha within it has been the guiding light of Gaudiya Vaisnava 
devotees for centuries, and all who have been blessed with the gift of Ripa 
Gosvami’s dramas in their hands have tried to emulate the depth of feeling so 
natural to the Gosvamis. The Mathura-mandala-parikrama, a work of Narahari 
Cakravarti, describes the events, through the description of the parikrama of 
Vrndävana performed by Srinivasa Acärya led by Raghava Pandita, the elderly 


follower of Sri Caitanya: 


eee AAA = 
389 In the epilogue of the Dana-keli-kaumudi, Rupa Gosvami prays that this play, like a flower garland, 

hich was strung by Rupa Gosvami on the request of his dear friend Raghunatha Dasa Gosvami, 
Md for a moment decorate Dasa Gosvami’ neck. (Epilogue, verse 1) I use the translation of 


Kugakratha Prabhu. 
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One time Rüpa Gosvami had given the drama Lalitä-madhava-nätaka to Raghunatha 
Dasa Gosvami. This book describes the intense feelings of love in separation. After 
reading the book, Raghunatha Dasa Gosvami cried day and night in agitation and 
became mad in distress. Sometimes he went far off to stay, leaving the book, and 
sometimes he fell to the ground keeping the book to his chest. People who saw the 
various states of Raghunatha Dasa Gosvami's ecstasy as he lost consciousness became 
worried and struck with wonder. Thinking of a cure for Raghunatha's condition, Rüpa 
Gosvami quickly finished writing Dana-keli-kaumudi. Sri Ripa then gave Raghunatha 
the new book and requested him to taste its contents and return Lalita-madhava- 
nätaka for editing. Although Raghunatha was reluctant to give up Lalita-madhava, 
when he heard that Rapa Gosvämi wanted to edit it, he relented. Taking and reading 
Dana-keli-kaumudi, he tasted different ecstasies and thus merged in an ocean of 
happiness. O Srinivasa, what can I say about the activities of Sanätana, Ripa, and 
Raghunatha? (Mathurä-mandala-parikrama) 


The intensity of the emotional response to Krsna-lila is dictated by the firmness of 
the sthayi-bhava, Krsna-rati in the heart of a devotee, and Ripa Gosvami urges us to 
develop that love further, to facilitate the greater depth of sensitivity and 
appreciation. This is surely diametrically opposed to the dry hearts of dramatic 
critics like A. B. Keith, whose heart was not able to relish even a drop of Krsna-lila: 


apriyadeh kriya kuryan ndlaukiky api vismayam 
asadharany api manak karoty eva priyasya sa 
priyat priyasya kim uta sarva-lokottarottara 


When an unloved person performs extraordinary acts, that is not very astonishing, but 
when a loved person performs actions even a little uncommon, they immediately 


produce astonishment. 
Therefore, it goes without saying that if the Supreme Lord, the dearest person to all, 


performs deeds that are most extraordinary, it will certainly produce astonishment. 
(BRS, 4. 2. 12) 
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& Conclusion <5 


Through the thesis, I have tried to present a lively alternative to the stances of 
mundane poetic theorists on bhakti. Far from not being a rasa, bhakti is the supreme 
rasa par excellence for the Vaisnava devotees like Srila Rapa Gosvami, who have 
spent their lives under the blossoming kadamba trees of Vraja, filled with devotional 
sentiments that have spilled into their literary works. 

The thesis presents a comparative study of different articulations of the experience 
of bhakti-rasa, going through the history of the poetic theory. Ending the long 
monopoly of Abhinavagupta and Santa-rasa in the field of aesthetics, we find 
ourselves impressed with the soundness of the Vaisnava doctrine of the rasa-hood of 
bhakti. The appearance of bhakti-rasa within the poetic theory overturns the existing 
hierarchy by defeating santa with its supreme sweetness and variegatedness, and by 
surpassing even moksa, the commonly understood highest goal. Above liberation, the 
world of Krsna-bhakti opens in front of the perfected sadhaka, who wakes up 
energized by the Lord’s internal potency, attracted to the Supreme Lord in one of 
the five bhakti-rasas. These bhakti-rasas are understood as fixed relationships with 
the Lord rather than momentary excitements in contact with poetry, and a 
distinction between bhakti-rasas and kavya-rasas is effectively made in the work of 
Kavi Karnapúra. Madhusúdana Sarasvati gracefully articulates the supremacy of 
bhakti in comparison with brahmäsväda, and, a step removed, mundane rasäsväda. 

The research then moves to devotional drama as an effective tool in arousing, 
relishing and deepening one’s devotional sentiments. Sri Krsna is described as the 
apräkrta-näyaka, decisively kept apart from mundane heroes of poetic works. He is 

the supreme visayalambana of bhakti-rasa for His devotees, who appreciate His 
qualities and personality through their eyes anointed with love. The thesis moves 
through the intricate plots of Ripa Gosvami's Vidagdha- and Lalita-madhava- 
nätakas, with a sidelong study of his Nataka-candrika, and concludes with a few 
notes on the topic of vipralambha as the highest perfection of devotional emotion. 
While some readers thirst for joy and entertainment in poetry and drama, the 

Gaudiya Vaisnavas hanker after the highest levels of emotional susceptibility, often 

resembling deep angusih and pain to an untrained outsider. As Jiva Gosvami 
in the experiences of separation from the Lord, the basis of the 


comments, E à 
and the pleasure of having succeeded in 


relationship is always love for Him, 
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reverting one's attention and affection to the Supreme Lord. In this sense, even 
separation is always pleasing, and if nothing else, leads to newer and newer 
enraptured meetings with the eternal Supreme Lord, who is far beyond the 
temporary dream of mundane existence. 


rasam prasamsantu kavitva-nistha brahmämrtam veda-Siro-nivistah 
vayam tu gunja-kalitävatamsam grhita-vamsam kam api srayámah 


Let those who are attached to poetry praise mundane rasas and let those who are 
submerged in the study of the Vedas praise the nectar of Brahman. But we will simply 
take shelter of a certain person who holds a flute and wears a guñja necklace. 
(Padyávali, verse 76, authored by Yadavendra Puri) 
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Appendix I: The Scheme of the Bhakti-rasamrta-sindhu 


Pürva-vibhaga: Bhagavad-bhakti-bheda 
(Eastern Division: The Stages of Bhaga vad-bhakti) 


Sämänya-bhakti-lahart 
Sádhana-bhakti-laharé 
Bháva-bhakti-laharé 
Prema-bhakti-laharé 


Daksina-vibhaga: Samanya-bhagavad-bhakti-rasa 
(Southern Division: General Ingredients of Bhakti-rasa) 


Vibháva-laharé 
Anubháva-laharé 
Sáttvika-bháva-laharé 
Vyabhicári-bháva-laharé 
Stháyi-bháva-laharé 


Pascima-vibhäga: Mukhya-bhakti-rasa 
(Western Division: The Primary Bhakti-rasas) 


Cánta-bhakti-rasa-laharé 
Préti-bhakti-rasa-laharé 
Preyo-bhakti-rasa-laharé 
Vatsala-bhakti-rasa-laharé 
Madhura-bhakti-rasa-laharé 


Uttara-vibhaga: Gauna-bhakti-rasa 
(Northern Division: The Secondary Bhakti-rasas) 


Hásya-bhakti-rasa-laharé 
Adbhuta-bhakti-rasa-laharé 
Vira-bhakti-rasa-laharé 
Karuéa-bhakti-rasa-laharé 
Raudra-bhakti-rasa-laharé 
Bhayánaka-bhakti-rasa-laharé 
Bébhatsa-bhakti-rasa-laharé 
Maitré-vaira-sthiti-laharé 
Rasábhása-laharé 
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Appendix 3: Divisions of Bhakti in the Muktaphala 
As presented in the edition of the Sandilya-bhakti-sútras 
by Acharya Baladeva Upadhyaya (Varanasi 1998), p. 19. 


bhakti 


Vat | nitiddhä 


— 4 








cuddhá migrä käma-jä dveña-já bhaya-jä sneha-jä 
j''ána-micrá karma-jrána-micrá karma-micrá 
(nirguéá) 
uttamá madhyamá adhamá 
sáttviké rájasiké támasiké 





karma-kñayárthá vinéu-préty-arthá vidhi-siddhy-arthá 





vinayärthä yaco- rthá aigvaryärthä 





hiasärthä dambhärthä mätsaryärthä 





Appendix 4: The 64 Angas of Bhakti 
(Bhakti-rasämrta-sindhu, 1. 2. 74-95)?! 


1) guru-padácraya: taking shelter of the guru 

2) káñéa-déknádi-cikñaga: taking initiation and receiving knowledge 

3) vigrambhena guroü sev& serving the guru with respect 

4) sádhu-varmánuvartana: following the rules of scripture as approved by the dcaryas 
5) sad-dharma-päcchä: inquiring about the ultimate dharma 

6) bhogádi-tyágai káñéasya hetave: renouncing enjoyment to gain the mercy of the 
Lord 

7) niváso dvärakädau ca gaigáder api sannidhau: residing in Dvaraka or other holy 
places, or near the Ganga 

8) vyávaháreñu sarveñu yávad-arthánuvartitá: remaining simple in maintaining the 
body and in general behavior 

9) hari-vásara-sammána: observing the Ekadasi-vrata and other Vaisnava festivals 
10) dhátry-acvatthádi-gaurava: respecting the ämalaki, asvattha and other sacred 
items 

11) sangá-tyágo vidüreéa bhagavad-vimukhair janaiü: giving up the association of 
those opposed to the Lord 

12) cinyády-ananubandhitva: not being attached to having disciples 

13) mahárambhády-anudyama: not being enthusiastic for huge undertakings 

14) bahu-grantha-kalábhyása-vyákhyá-váda-vivarjana: giving up the study of many 
books, in order to earn a living or to defeat others in useless arguments 

15) vyavaháre ‘py akárpaéya: giving up miserly behavior 

16) cokády-avara-vartitá: not being subject to lamentation or other extreme emotions 
17) anya-devánavaj rà: not blaspheming the devatas 

18) bhütänudvega-däyitä: not disturbing other living beings 

19) sevä-nämäparädhänäm udbhavábháva-káritá: avoiding offenses to the Deity and 
to the holy name 

20) kañéa-tad-bhakta-vidveña-vinindády-asahiñéutá: not tolerating the blasphemy of 
Krsna and His devotees 

21) dhátir vainéava-cihnánám: wearing the symbols of a Vaisnava 

22) harer námákñarasya ca: decorating the body with the holy names 

23) nirmälyädeg ca: wearing His prasada garlands and other items 

24) tasyágre tá&oava: dancing in front of the Deity 

25) daédavan-nati: offering obeisances 

26) abhyutthäna: rising up to see the Lord 

+ 

391 1 follow the translation and number 


Bhakti-rasamrta-sindhu have slight diffe 
ults in minor variations and overlappings, W 


ing of the añgas by Bhanu Swami. Other translators of the 
rences in breaking up the original verses of Rupa Gosvami, 


ithout any serious difference of opinion. 
which res 








27) anuvrajyá: following His procession 

28) gatiü stháne: going to His temple 

29) parikrama: circumambulating Him, the temple, the dhama 
30) arcanam: serving the Deity 

31) paricaryá: performing menial service 

32) géta: singing for the Deity 

33) sai kértana: singing in a group 

34) japa: performing japa 

35) vijiapti: offering words or sentiments 

36) stava-päöha: reciting prayers 

37) naivedya-sväda: respecting prasáda food 

38) pádya-sváda: respecting padya water 

39) dhüpa-mälyädi-saurabhya: smelling the incense and garlands offered to the Lord 
40) cré-mürteü spáñti: touching the Deity 

41) cré-mürter ékñaéa: taking darsana of the Deity 

42) árátrikotsaváder éknaéa: observing the Gratis and festivals 
43) cravaéa: hearing about the Lord 

44) tat-kápekñaéa: accepting the mercy of the Lord 

45) smati: remembering Him 

46) dhyana: meditating on Him 

47) dasya: acting as His servant 

48) sakhya: thinking of the Lord as a friend 

49) ätma-nivedana: offering oneself to the Lord 

50) nija-priyopaharaéa: offering Him the best and the dearest items 
51) tad-arthe 'khila-ceiöita: making full efforts for the Lord 

52) sarvathá caraéápatti: surrendering to the Lord 

53) tadéyánáa sevana: a) tulasé-sevana: serving Tulasi 


54) b) cástra-sevana: serving the scriptures 
55) c) mathurá-sevana: serving the holy places 
56) d) vainéava-sevana: serving the Vaisnavas 


57) yathá-vaibhava-sámagré-sad-goihébhir mahotsava: celebrating the festivals 
according to one's means in the association of the devotees 

59) ürjädaro viceñega yäträ | janma-dinádiñu: carefully celebrating Janmästami and 
other special occasions like Kartika | 
60) craddhá vicenataü prétiù gré-murter a Ighri-sevane: serving the Deity with gret faith 


and affection e ; 
61) crámad-bhágavatárthánám ásvádo rasikaiu saha: relishing the Bhagavata in the 


association of devotees E Res 
62) sajátéyácaye snigdhe sádhau sa igauh svato vare: associating with like-minded, 
affectionate, superior devotees 


2] : i holy name 
3) näma-salkertana: chanting the d 
a cré-mathurá-maéoale sthiti: residing in the holy places like Mathura 
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